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Page 91, note «i, 3 linog from the bottom of the page. For "sue" read "aeu." 
In the last Hue of the same i)age, for *' x.u." read "xv." 

Page 166, line 27. For " CaUlin^ " read " Catalina. " 
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CHAPTER I 

THE BASILICA OF ASSISI 

ASSIST, the sanctuary of the oldest mendicant order, was 
. celebrated in the earlier centuries by the martyrdom of 
Rufinus, and had already received some pictorial adornments at 
the time of the Lombard rule. Famed in the thirteenth century 
as the final resting-place of one whose life and miracles were 
audaciously compared with those of the Redeemer, it attracted 
the devotion of the peasants of Tuscany and Umbria, who humbly 
made pilgrimage to the shrine of St. Francis. The example of 
a wealthy youth, who had willingly surrendered his worldly 
substance to live a life of poverty and abstinence, was well 
calculated to strike the minds of a people superstitious indeed, 
yet still alive to the prevalent vices of both laity and clergy. 
But the power of an order which might boast that it had revived 
the spirit of religion, and supported the d^enerate Church, was 
no slight cause of its further increasa Many a strong man 
esteemed it of equal advantage to his temporal and spiritual 
welfare to share the power and enjoy the blessings of the mendi- 
cants, and for that reason enrolled himself in the ranks of the 
lay brothers. Great was the enthusiasm, large were the eontri- 
butions to the order ; and San Francesco of Assisi arose, a monu- 
ment of the zeal and the religious ardour of Umbria and Tuscany. 
One church was piled over another in honour of the saint, and 
in both pictorial art manifested his miracles in juxtaposition to 
the inddento of the life of the Saviour. Subjeote, entrusted at 
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2 THE BASILICA OF ASSISI [ch. 

fint to rude artists of St Francis' own time, were repeated 
tiie mder hand of Giiuita» who in his torn yielded preoedenoe to 
Gimabna A whole sdiool of artists then fonned itself in the 
sanotnaij. Out of this emerged Giotto and Ids disciples,^ who 
carried Florentine art to the ends of Italy, whilst in competitioii 
with them the school of Siena lent the talents of Simone and 
Lorenzetti Assisi thus heoame equally famous in a religious and 
' IHctorial sense, and is now yislted hy the curious from all parte of 
Europe witii littie less frequency than, of old, by the pilgrims 
who came for the "pardon" of St Francis. 

In the Lower Church, of which the aisle had been painted in the 
early part of the thirteenth century, Cimabue probably adorned the 
right transept.^ Surrounded by the works of Giotto, on the right 
hand of that part of the building, is one of an earlier dale represent- 
ing a colossal Virgin and Child between four angels.' Placed above 
the altar of the Conception, and much damaged by "restoring, it 
reveals the manner of Cimabue. Its position among the frescoes 
of Giotto points to an earlier period of production, and allows us 
to suppose that Giotto was reverent of the work of his master* as 
Eaphael afterwards was reverent of the work of Perugino, and that 
he spared it as a memento on that account. For the same reason 
we may also believe there still remains near the same spot a large 
figure of St Francis, also by Cimabue. 

In the Upper Church of Assisi, however, Cimabue was also 

^ ^ Giotto^a tnia pndeoMMm mm tlM ntatm of flM old Boauta sehool, who also 
worked at Assin. See euUea, Tail. I., Chapten III. and VI. 

* Vasari, ed. Sanson!, i., f, 2S% aarigiiB not only tiie Mdo paintitigi, but fhoo* 

of the ceilings, to Cimabue. 

* ^ II is by a different artist to the painter of the Eucellai Madonna. 

* ^ There is no reeaon for the aasamption that this pietnn was praaemd beeaosa 
of Giotto's reverence for Cimabue. We believe thia Madonna to be a Sienese work. 

There is no need to searcli for reasons for its preservation. How conservative the 
Franciscans were in regard to early paintings lias been remarked in the course of 
the discussion of the early mutilated frescoes of the nave of the Lower Church. It 
ia poesible, too, that tiiia Madonna had already beoome an object of detotioti when 
Qiotto painted hera Moreover, it waa then a comparatively new work. 

^ The Virgin and Child above mentioned was till 1875 concealed in part by a 
framing and an altar, which covered the principal figures from the kncos downward. 
By the removal of these imptdimerUa we can now see the Virgin's feet, the whole 
of Hie aagda, and the steps of the Virgin'a thtona. Old ntoodiinga and deanings 
have altered modi of tlio snr&oey and even aonie of the fonna of Otaaabne. 
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mgkfed, but not alone. We cannot contemplate the series of 
w«»kB which fills its tfsiiseptSi ohoiz8» aisles, and vanlted ceilii^ 
without coming to ih» oonyiotioa that iStub histoiy of early 
iloientine art lies hidden under the mins; that years elapsed 
before the whole of the space was decorated, and that at least 
two generations of artists succeeded eaoh otiier in the sanctuary. 
Nothing can be more interesting than to trace on those walls the 
presence of Ginnta, Oimabne, and a series of inferior men, who * 
exhibit at least a technical progress; and, finally, of Qiotto, 
whose style developed itself under the influence of the numerous 
examples which might here instruct his mind, his eye, and his 
already skilful hand. From the poor productions of Giunta in the 
right to the superior ones in the left transept a step towards the 
rerival of form may be noticed. In the figure of the enthroned 
Saviour, of which remains are visible in the latter, the character 
of GimAbue may be traced. Its outlines indeed reveal the same 
hand as the altarpiece of the Academy of Arts at Florence, 
whilst, in comparison with the mosaic of the apsis in the Dnomo 
of Pisa, it displays a slighter and feebler character, due no doubt 
to its greater age. The anfrels in the left transept likewise reveal 
the somewhat augiilar and heavy style of Cimabue, and the con- 
tinuatioD. of the same manner appears with little alteration in 
the central ceiling of the transept. 

Here the space is divided by diagonals, the ornament of which 
issues from vases, and is enlivened with quaint conceits, which 
recall the late Boman style of Jacopo Torriti : — 

The ErangeUati, with their flymbcJa, sit enthroned in stately ohain, 
inspiied to the task of cdmpoamg the GkMpals by angels flying down fEom 
heaven to lay their hands upon their heads. Behind each Evaogellst is 
a view of a city — Jndea, inacribed in the ground behind St. Matthew, 
AaKma behind St. Luke, Italy behind St. Mark, indicating the paintei^a 
intention to depict the capitals of thc83 provinces.^ Deprived by time 
of their colour, these figinea, of alight fiaine and weighty head, betray 

^ Dr. J. Si&ZYoowsKi, in a pamphlet entitled Cimabue a$td Ronu (8vo, Vienna, 
1S88K pp. 87-100, diewa tiiat time an aome oomnum ftatana in the Mum ik 
houaaa iaaeribad "Italia" behind St Mark and old figured maps of Bome. Bat 

he ventures upon the strength of this fact to assert that Cimabne visited the city, 
and he strengthens his case by quoting a notary's deed drawn at Eome on the 8th 
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in their outlines the hand of the painter of the left transept; whilst the 
angels, with their slender forms, exhibit some progress in the art of 
rendering motion, but where traces of colour remain the tones are raw 
and sharply contrasted. A different spirit marks the ceilings of the 
nave, two of which, adorned with figure, alternate with two more 
which merely represent a blue sky studded with golden stars. In that 
nearest the transept the diagonals form an ornament growing out of 
vaaeii at eaeh aide of wliioh ataadi a& angel beaiing the boat and the 
Ubarom. The green branahingi of tneeiy with foliage on a red ground 
open oat into eUipaaa filled with cupids, whilst Uoaaoms give hirth to 
honea. In the four ^aeea of the onling medalliona aw aet^ zepre- 
aanting the 8«yioiir in the act of henediotion, St John, the Yiigin, 
and 8t Tianeia. Compaied witii the Redaamer In the cathednd of 
Vk^ or In gmaial wifli the worka of Ginalme, the figaie of Ghiiat Is 
mora natraal than before^ eapeciaUy In the f onna of Ilia f aataiaa and 
ejea. The latter indeed are mom an imitation of the nality than la 
usual in Cimabue, who, as before remarked, sought to produce e^qnres- 
aion by long closed lids and an elliptical iris.^ The Virgin displays the 
same peculiarities with more regular proportion and better action than 
is to be found in the altarpiece of Santa Maiia Ifovellai whilst in the 
drawing of the hands taper forms are given up for smaU and short ones. 
But whilst in these and the two remaining figures a certain progress in 
the study of nature may be noticf (J, the feeling of Cimabue has dis- 
appeared and made room for a more common art, little dissimilar from 
that which will be found in the works of fiusuti or Gaddo Gaddi 

Another and a different style is apparent in the ceiling nearest 
the portal, where, in the intervals of an oznament rising oat of 
vases, supported by cupids, and enlivened with flowers and 
animals, the four doctors of the Ghuch teach their lessons to the 
clerks of the Eranciacan order. 

Sitting in hl^ obaxa opposite to the monka who attend to their 

of Jane, 1272, and signed by **OimalMnM pieton de FlofaiMia." Bat there ia no 
evidflnoe to show that the Boman witness and the finnouo diDabao aro idoatioal. 

♦ But even if Dr. Strzygowski's explanation of the reference is correct, and the 
dooiiment doea refer to Cimabue, the pre-eminence of the old Roman school is not 
affeoted by it* It is probable, then, that Cimabue, like Giotto, was artistically a 
hIob of Bomo. 

These fresooee have, in fret, little in common with the tempera piotone 
attributed to Cimabue. They seem to be works of the Roman school. The long 
half-closed Uds and the elliptioal iris are to be found in pictures by other masters of 
the period. 
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woidfl^ fhiBf coUeeft or wluqior thnr thoii^tB.i In tlie eentae of the 
oaOing ih» Stmxmtf winged, eeeme to give a heeTenly eanctian to the 
epirifenel teafihmg of the doeton. 

Here, againi legularity and proportion beyond the acquirements 
of Cimabue are allied to a weighty s^lei equally devoid of 
expression and of feeling; whilst in conception everything aeems \ 
to have been made snheervient to a conventional principle, grand 
of its kind, but inanimate and empty as that of the mosaics of • 
the twelfth and thirteenth centuries. At a distance the decorative i 
«ifect is good, becanse tiie work is well distnbated and caiefoUy 
hannonised; bat the Qrange*red shadows and gre^-green half- 
tones or whitish lights, and the division of space into angular 
■hapea, with straight Vam of drapery, betray the habits of church 
onuunentists rather than the subtil instinct of more cultivated 
artista. 

In the four arched divisions of the nave, where the spaces are 
parted into well-marked fields by the ?nndows of the edifice^ the 
painteES of Aawa have unfolded, in two courses of subjects, the 
bistoiy of the Jews from the Creation to the finding of the cup 
of Benjamin, and the life and Fission of the Saviour. Following 
the old consecrated forms of composition, whindi they sometimes 
imptove and sometimeB mar by a oizture of the homely, they 
group their figures with more skill, and give &em occasionally 
more repose and better proportion than their predecessors; but 
they frequently, on the other hand, exaggerate action and neglect 
the drawing of nude form. The importance of these pieces as 
a guide to future investigation will justify the following detail 
of the subjects, of which the tirat eight occupy the upper fields 
in the archings, and eight more form a second course below these, 
the numbering beginning in each case from the corner nearest 
the choir. 

L The Creation of the Animftla and of Man. To the left of the 
window, and high up in the picture, the Eternal, guarded by angels, 
appean in half length in the sky, and coomiandi the despatch to earth 

^ 8t Ongory speaks mdtt Um inipintion of the Holy Olioot, vUoh, in fho 
osqaI ktm of the dofOb wUspen in his w. St AaAnm, St. Angnstiiio, ud 
8L itfono ooadniio or ospiwi thdr idoM in a aimikr niMinor. 
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of the fiist man, who descends in an almond-diaped ffsoj (A ligbt. 
Circles to the ri^fc and left symbolise the sun and moon, henaath 
which a landscape reprcoontB the eazth, wilili mdiments of CMatnxes — 

of animals and fishes. 

II. Grod creates the Fiist Man. He sits on the orb of the world, 

and Adam rises before him. 

Tn the vaulting of the arching above I. and II. there are thirteen 
half lengths of saints, of which six are fairly preserved. 

III. God creates Eve. Here, again, God sits to the left on the 
orb, clothed in a red mantle. At his command Eve rises from the side 

( of Adam, and extends her joined hands towards the Creator; Adam, 
' meanwhile, sleeps with his head on his right hand. The lights of the 
Eternal's dress are touched with gold. 

IV. The Temptation. Of this there remains only the figure of 
Adam and a vestige of the serpent. The right side of the composition 

is a blank. * 

The vaulting over these two subjects contains twelve half lengths, 
all of which an In a bad state, though three may stfll be fairly i 
distinguished. I 

Y. The Ej^nlsion bom Paradise* The angel, with oatstietched ( 
aims, takes a long stride, and putting one hand on the aim of Adam, 
lays the other on the shoulder of Eve, who turns to look at him. Both \ 
axe thrust out But the Ftoidise from which they are ei^eUed is < 
reduced to a fragment of trees. ^ 

VL This field Is empty. ! 

In the arching, thirteen half figures of saints are dimly traceable. 

VII. ObHterated. \ 

VIII. Cain slays Abel. The remains of this subject are — the body 
of A hp] -without the head, Cain moving away in the background, and 
the hand and arm of the Eternal in the sky. 

IX. Noah and the Ark. The upper part of this field to the left J 
is bare. In the foreground on that side Noah is seen looking up to ! 
the hand of the Eternal in the sky. Nearer the middle of the fore- 
ground he superintends some top-sawyers cutting a beam ; below them, 

to the right, a carpenter is hewing a bfflet of wood with an adae. 

X. ObUteratad. 

XL Abraham, offiaring up Isaac, stands with one foot on the base 
of an altar, upon which Isaac kneels with his wrists tied behind his | 
back. With one hand on Isaac's head, the patriarch swings a sword 
and looks up to heaven. The angel or the hand which should arrest | 
the stroke is obliterated. t 

t 

f 
I 
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XII. Three Angels come to Abraham. There are but faint outlines 
of the patriarch kneeling and of the three angels who stand before him. 

Xm. Jacob obteina the BUssing. Isaac, on hii ooaeh, feds with 
his left hand the hoizj hand of Jaooh^ who cantes the aavoury meat, 
^ whilst Bebekah atealtiiily looks on, holding hack a cmtain. Much 
injured, except in the hand of Isaac. 

XIV. BBau comes eagerly to his father with the savooiy meat m 
a dish. Isaac is tioubled, and half laises himself on his conch, stieteh- 
ing out his hand to Ewo. In the hackgionnd Bebekah looks on, 
holding a vase, and Jaoob tetiies in the distance. The head of the 
last figure is oUiteiated, and here and there paxts of other figures aie 
abraded. 

XY. Joseph in the Pit. The body of Joseph is half in the orifice^ 
one arm being held by one of the favothers, of whom vestiges only are 
left. Tracesy too^ of other persons, one of them holding a dress. 

XVI. Benjamin's Cup. Joseph sits on a throne to the left, and 
looks at his brothers kneeling before him and at a man who cornea 
forward, pointing to the brethren and showing the cup. This picture 
is almost colourless. 

Facing this double stripe of subjects which covers the right-hand 
wall of the nave as seen from the main portal, we have a similar set on 
the left-hand wall, which begins near the transept with : — 

(a) The Annunciation. The angel enters with open wings and gives 
the message to Mary, who stands near the seat on which she has been 
resting, with one hand on her bosom and the other holding a book. 

(6) The subject of this composition is lost There are two heads^ 
one male, the other female — ^lef t on the waU, 

In the aidung abore the two fields nine half lengths of saints may 
be disoemedt of whieb five are better preeenred than the rest 

(e) The Nativity. The Yiigin sits in the centre of the cmnpcaition 
at the foot of a conical rock, above which two angels in flight sing 
canticles from scrolls in their hands. Lower down in the air to the 
right and left two other angels announce the coming of Christ to two 
shepherds in the foreground, whose profession is indicated by a sheep 
in front of them. In a cave in the rock near the Virgin the new-bom 
Saviour rests in a cradle, and Joseph sits pensive in a corner of the 
left foreground. 

(d) The Epiphany. The held which once contained this subject only 
preserves traces of the Virgin and the Magi. 

Slltoen half leagtha originally in the aidung aboivsb ThetwosalgectB 
an mom reduced to ten. 
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(e) TIio Presentation in the Temple. On the left side of the fore- 
ground Simeon holds the Child, which he has just taken from tke 
outstretched arms of the Virgin. These figures are colourless, but 
better preserved than those of the Prophetess and Joseph at the sides 
of the tabernacle, which are mere Testiges. 

(/) The FUght into flgypt. We gaees the salged; from tiie Uad^ 
qiinten of the aas and a bit of St Joseph, the xeet being obliterated. 

Id the aidung abore these pietmee on]j three half lengthe aie 
pitMMirved* 

{g) Chiist and the Doctoia in the Tmsfih, It ia only with diflMeiicft 
that one yentmea to name the aalgeet of wliich moat parte have dis- 
appeared. 

(A) The Bsptism of COinat The Bedeemev atanda with hia feei in 
the water fusing the spectator; the Dove is poised above his head. To 
the rig^t^ on the ba^ 8t. John standi* and stretching out his ri^t 
hand ponra water hxm a cap on Christie hesd. At the opposite side of 

the water two angels hidd the cloths. 
In the vaulting there remain nine half kngths, of which three aie 

fairly visible. 

Returning to the transept, the second course begins with 
{%) The Marriage of Cana. The bride and Lri dp^jroom sit in tho 
centre, richly dressed in Oriental costume. To the right of the couple 
are traces of the Virgin turning towaids Christ, who sits at the head of 
the boanl, but is only recognisable by a few outlines. Traces elsewhere 
remaia of a servant with a cup and another pouring water out of a vase 
into an amphora. Otliers bring cups of wine and dishes to the guests. 
The background of arras and the accessories are unfoitunately bleached 
or blackened. 
{k) Obliterated. 

(/) Tho Capture. Christ, facing the spectator, with a cruciform 
nimbus around his head, holds a scroll in his left hand, and is arrested 
on his way by Judas, who meets and embraces him. St. Peter stoops on 
the left to strike Malchus, heedless of the sign which Christ makes 
with liis right hand. The companions of Iscariot stand around. 

(m) Obliterated. 

(n) Christ, on the road to Golgotha, carries a very large cross. He 
is preceded and followed by the guards, of whom two on horseback are 
etill well seen. Part of the group of the Marys is missing. 

(o) The Crucifixion. All but gone. Of the principal figure the 
upper part of the trunk is wanting, also the right arm and right leg 
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and the loft leg from the knee to the ankle. Of other fngmento we 
can trace part of the Evangelist and one of the Marys. 

(p) The Lamentation over tlic Dead Body of Christ. The Redeemer 
lies with his head to the left horizontally along the foreground. Mary 
has raised his head to her lap with the help of St. John, who kneels in 
rear of the body, with a woman near him in tears and another kissing 
the left hand. The Magdalen on the right raises the left leg and em- 
braces the foot. Nicodemus and Joseph of Arimathea stand mourning 
at her side, whilst two women at the back of the group witness the 
•Dene, and angels, seen in flight above a rock that rises into the sky, 
mil in -raiioos mo?«iifiiite. 

(g) The MaiyB at the Sepukhze. Of this pictnie the plaster has 
dropped so ttnlbrtaiiately ^t the heads of tiie three women on the 
left and of the two angels sitting on the sepnlehie are gone. But the 
pieliminaiy ontlinss on fhid stonework beneath the pkster show how 
the injured parts must have been. The four goaids sleeping on the 
foteground remain. 

The nave at the end nesxest the portal is strengthened by an sieh on 
pilasten^ on the face of which there are sixteen saints and martyrs of 
both sexes with palms under arched niches in couples. 

Li the wall above the portal, and at the sides of the rose window, are 
medallions of St. Peter and St. Paul, with, below them, the Ascension 
of Christ from Earth (on which the apostles remain) to Heaven (where 
there are three circles of angels) and the Descent of the Holy Spirit. 

In the arching are twelve hail leirgthff of female saints, of whidi 
seven are in good condition. 

This vast series of wall pictures, reduced to a state almost 
▼exging upon destractioii in some of its parts, is still sufficiently 
preaenred to illustnte the condition of painting in the thirteenth 
eentoiy. The Gospel subjeetB which the artists treat are the old 
ones, but the interest with whidi tJiey are studied is increasing. 
We notice the effnrt to fatfaom depths which have hitherto been 
nnexplored. Paintets become ingenions in expressing themselTes 
fitlj, and they strip art of some inherent ooerseness. Their 
soooess is partial, no doubt, but it is measurable, and we plainly 
see that ail impulse is given which promises a rapid progress. 
Nor is this a small matter, since it is clear there is a body of ^ 
tradition which the artist is required to respect^ and au habitual ) 
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mode of representation to which the patron clings. We shall 
touch upon some of these points as lightly as may be.^ 

The Creation is a subject which tried the genius of painters 
for many centuries. Michael Angelo at last conceived it as a 
work of the Eternal sweeping through ether and producing the 
glolje as he passes. The men of Assisi begin with the fiat 
delivered in heaven. Adam descends to earth in a mandorla, and 
finds the beasts and the fishes and the sun and moon in being. 
His own form is a rude imitation of the antique. 

God creating Adam and Eve sita on the orb of the world, and 
yet in the ground where the orb rests we also see the forms of 
our first parents. The subject was one which had been treated 
before at Monreale and Sant* Angelo-in-Formis, and was preserved 
in its old shape perhaps because it was traditional But the 
action at Assisi is already manifested by movement more grave 
and dignified than the coarsely demonstrative action of the 
earlier mosaists— the grouping is better, the proportions are more 
correct; yet progress of this kind is counterbalanced by want 
of selection and heaviness of frame and limb in many figures, 
which at the same time display an extraordinary overweight of 
head. 

Straightforwardness of purpose may be a qnalily in the Ex- 
pulsion, but there is something trivial as well as ooarse in the 
way in which the angel pushes our first parents out of Paradise. 
Eve, however, is not without grace when compared with the 
sturdy disproportioned Adam, and in these exceptions we note 
the superiorify of Assisi over Monreale or Sant' Angeb-in- 
Formis. But not in this alona The same elements of compariaon 
exist in the pictures of the building of the ark, where the painter 

• ^ Ai we hvn alnidy statsd in ToL I. (p. M), w« ngud Not. I., II., IIL, IV., 

v., IX., XI. and XIL, tiiat is to say, tho Creation of the World, tlie Creation of Man, 
the Creation of Woman, the Temptation, the Expulsion from Paradise, Noah and 
the Ark, the Sacrifice of Isaac, Abraham and the Three Angels, the Betraj&l, and 
the Natirity, as works of the school of Pietro Cavallini. We believe that thej wen 
painted abcnit the year 1280. Althoiq^ tiiey are etwiocuily leai mature woiks ffaan 
the frescoes of S. Cecilia-in-Trastevere, and are more nncTen, too, in qnality, owing, 
no doubt, to the interrention of assistants, the authors, we think, underrate their 
fine qoalitiea. The Sacrifice of Isaac, with all its faults, is in advance of the early 
woiln of Giotto in thoee very qnalttiee in which Giotto esoeUed. 
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of Assisi is quite ahead of the South Italians in the correct 
rendering of movement and detail, though still awkward in the 
conception of action and feeble in hia choice of models. 

Exaggerated strexigth or mannered attitude are as conspieaaas 
as broken line and angular hardness in the Sacrifice of Isaac. 
Yet there is some dramatic force behind these defects and afifecta- 
tions which contrast favourably with the coldness and helplessness 
of the earlier men at Monreale, who merely indicate Abraham's 
pupoee hy putting a knife in his hand. 

It is not possible to dismiss the pictures of Isaac's meetings 
with Jacob and Esau without noting that the idea of blindness is 
well suggested, and the composition is ananged according to 
classic rules. 

Even in the Kew Testament scenes progress Is exhibited, in 
spite of the dinghy to traditional embodiments of sabjeot& 
Ibe Annunciation and the Nativity are deajgned on tiie lines 
familiar to ns in the iUustrations of the Gentrid Italian cmoifizes 
and the mosaics of Santa Maria Maggiore or Santa Maiia-in- 
Trasteyeie at Bome. The omission in the second of these com- 
poeitioDS of the group of women washing the Infant, which finds 
a place even in Niooola's pulpit at Piaa» is probably due only 
to want of spaoe.^ 

The Baptism of Christy though differing little in the esaentiala 
from the same incident at Bayenna or the Pontian catacomb at 
Borne, is better distributed and more naturally put together tiian 
elaewheie^ and seems imbued with so much mors Ghrisldan fueling 
that it appears to be a fit prelude to the Baptisms of Giotto 
at Padua and Ghiberti at Florence. 

The reverence with which artists, even in this age, looked up to 
the antique is apparent in the imitation of old amphorae and 
cups, of which fragments still remain iu the Marriage of Cana. 

The Capture reminds us in its arrangement of the similar 
designs at Monreale, Sant' Angelo-iii-Formis, and in the cruci[ix 
of Santa Marta at Pisa. The old lines are made more interesting 
by additional life, finer connection of parts, and nobler men in 
the principal figure. But the feeling still predominates that the 

* ' These vror'k^ nro by ^nme onkllOWn atWlBr of tlM Sonun fobool, Who WU 
■tronglj influeaced by CavftUiiu. 
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lona of Christ should exceed in Btatoie and girth that of ordinaij 

mortals. 

On the other hand, we make a descent to the trivial in the 
Calvary, where weariness and pain are coarselj expressed by 
exaggeration of the size and weight of the cross and grimace 
on the features of the Sufferer. It is evident from the 
of the Crucifixion that ooaise reslisms and distortion are elements 
with which Cimabue was quite as familiar as Giunta or Margari- 
tone. The angels are appropriately represented in an sgonj of 
grief. But grief is vulgarly suggested or only made manifest 
by grimace. 

The Piet&, on the contrary, displays more harmony of line and 
more appropriate arrangement than we can find in combination 
in any earlier delineation of the suljeot Exaggerated sise again 
characterises the figure of Christ ; but, in many small points, the 
artist marks a transition to the grander efifort of Giotto in a more 
genuine rendering of sustained and leyerent grieving, and more 
subtle varieties of mourning, illustrated by appropriate thought 
V and gesture. 

The same improvement in the old forms of Sicily and South 
Italy is also apparent in the Marys at the Sepulchre; and the 
angel whose movement suggests that he is teUing of the empty 
sepulchre is as good as the action of the women, which is in no 
way inferior to that of Giotto in his more celebrated embodiments 
of the subject. 

Even the Descent of the Holy Spirit and the Ascension are better 
thought out than the companion subjects of an earlier date. 

Well did Vasari observe of this vast complex of subjects that 
it was so truly grand, varied, and well conducted that it would 
naturally fill the world in those days with astonishment. "To me" 
he continued, "it appeared all the finer as I considered how it was 
possible that Cimabue should have seen so well in such a period 
of darkness."* But Cimabue, according to Vasari, deserved all 
the more credit for his performance because he went to Assisi 
in company with certain Greeks, whom he rapidly succeeded in 
; surpassing. Yet Vasari cannot have failed to observe, even in 
I the parts which he assigns to Cimabue, the great variety of hands 

> Vaiari, cd. Sanioni, L, pi 258. 
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which characterises the paintiiigs of fhe transept, ceilings, and 
upper part of the aisle. Had he thought the matter more worthy 
of obseryation, or been less intent on giving to Cimabue alone 
the credit of reviving the degenerate art of Italy, he might have 
traced in the right transept the passage from an earlier manner 
to that of Cimabue ; he could have dwelt on the change which 
art again underwent in the paintings of the ceilings ; how, under 
a succession of men, impressed essentially with the weighty style 
of the school of Florence, a certain technical progress was mani- 
fested, and more attention was paid to the equilibrium of masses 
and to true principles than before.* He might have seen that, in 
the paintings of the Upper Church, the grave character of Tuscan 
composition manifested itself ; and he could have inferred the 
presence at Assisi of more than one Florentine artist. Having 
Delected to do all this he attributed to Cimabue the whole of a 
series of paintings which bears the impress of numerous hands; 
he condescended to stop there and to say that Cimabue had 
hardly entered upon the lower series of paintings which were to 
illustrate the life of St. Francis when he was called away, and 
left the incomplete work to be finished "many years after" by 
Giotto.- Yet when we contemplate the lower series of frescoes in 
the aiale of the Upper Church of Sau Fiancesco at Aaaisi, it is 

* ^ Tbt mtiion oremte hare the importanoe of early Florantiiie art, and imdar- 
imto tfaa faflmmee of fbe Bomaa nhool and of tiia wboob of Siona and P!aa on tbo 

development of painting in tile thirteenth centmy, 

* ^ We hold to the view that these frescoes were painted by Giotto and hia 
aarirtanta before his sojooru in Padua, and that they are amongst Giotto's earliest 
«ziiti^g worki. Am fheaa paintangs hare suffend nnuii firam tapainting, stylistio 
atgiiBMiitB aa to tiwir date oaa oidy ba baaed npon aoiiaidai»tlona of oompoaitioo, 
draughtsmanship, and technical method. In these respects the whole series seems to 
be experiment'^l. We discover in it none of the snreness and harmony that we find 
in Giotto's other great aeries of frescoes. Some of the scenes are crowded and badly 
arranged. Thoartiateaeeni tobaiOateaae^aiidaitoontiniHnjfAangingtheiraQak. 
These faults, too, aio partioalarly notibaaUa in tiio aarliar fraaooaa of the Mciei, after 
the first. The general decorative impression of the whole aeries as regards scale, 
pattern, and spacing is unharmonioua and bizarre. We feel that the whole series ia 
not a properly coordinated work. In techmqae, too, it is ezperimentaL Giotto 
hen painte • asm aa bia inunadiate pradaeeaaora did in tiio upper oomaea. On 
further examination wa find tiiat a great master, working under adminbla oon- 
ditionai and with al laaat tm aUa aaaiataota, liaa baan gndnally acqoizing a naateiy 
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obvious that the same technical style is displayed there as already 
marks the subjects of the upper courses, and that here again 
a continuation and gradual development of Florentine art is 
apparent. 

It would have been difficult for Vasari, looking at the twenty- 
eight scenes from the life of St. Francis in the order in which 
they were completed, not to admit that those which illustrate the 
earliest incidents of the life of the saint were executed in a 
mechanical manner, hardly superior to that of the frescoes in 
the upper courses ; that as the life of St. Francis unfolds itself, 
the power of the artists increases, the pictures are better com- 
posed, the figures exhibit more animation and individuality, until, 
towaids the close, an art apparently new, another language, ex- 
pressive of higher thought^ reveals the development of the talent 
of Giotto. 

But the frescoes of the Upper Church of Assisi ^ do not merely 
tell the story of art, they were intended to declare the abstinence, 
the piety, and the miracles of St. Francis. And a sketch of these 
ttcm the legend may be welcome to the reader* 

Son of Pier Bemardone, a rich citizen of Assisi, St. Francis was 
born to affluence, but preferred, even in those years in which the 
passions prorapt youth to the pursuit of pleasure, the exercise of charity. 
Of a kindly and generous disposition, it is related of him that his 
conduct very early became exemplary, and that he was reverenced by 
the poor and simple. So great was that reverence that a man once 
threw his cloak into the dust that the youth might tread on it.^ Like 
St. Martin, he did not hesitate to give his cloak to one who seemed to 
want it.' Then visions came upon him in the night, foretelling that he 
should save the church which was obviously nodding to its fall. In a 
dream he saw a splendid edifice^ adorned with arms and ensigns, and 

of the art of composittoxL The Upper Church at Asaisi maj be called Giotto's 
laboxBtmy. In it w« oaa rtad j a great ttyle in tiie nuking. 

It !■ nofesirarihy that in the architecture wo find stronger evidenoM of OomMtMqiM 

influence, and fewer Gothic features, than in Giotto's later works. 

* * We hold that these frescoes were executed in the years 1302-1306. 

* This subject is the first of the series at Assisi, and is marked No. 1 in the plan. 

* TSo. S of plan. 

Aoooiding to St Buonaventim the iMaatifal palaoe wis shown to St. Fraacia 
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with the symbol of the Saviour's crucifixion,^ and this was the edifice 
of the church which, by command of God,^ he was to restore.^ This 
and other dreams led him to expend the money given to him by a 
protiigai fatiier in the erection of a churck But Pier Eernardone, who 
at first was willing to gratify all his son's desires, was angered by this 
species of extravagance, and cited Francesco before the coniuls. The 
liiiliop interfered. But the father, foUoirod by a eiowd of zelatiTefl, 
eaUed on hk son to niton the funds he had spent Firancis, however, 
had nothing left but his dotiiea, whieh, stripping himself he ofifond to 
his angiy progenitor. The hiahop ooraed the joutii's nalrednewi with 
the episcopal robe; and as the ehiHnn aioand picked up tlie stones 
which they intended for Francis, he entered de faeto into the oider of 
the mendicants.* Then followed the well-lcnown series of inddents 
which led to the foondalson of the Ftandscan order. Innocent m. 
saw the poor brother in a dream supporting the crumbling church^ ) 
— ^he approved the rules of the new order.* Disciples followed the 
path whidi he had opened, and epread the fame of his miraculous 
power. One of them saw from the pulpit^ his form in a heavenly car 
brilliant with light.^ St. Francis saw a seat reserved for himself in 
heaven, and heard a voice which promised that he should one day 
occupy it.* The monks of the order cast out devils in his name.^ He 
visited the lands of the infidel, and— a second Daniel — went through 
the ordeal of fire before the Soldan and shamed the false priests.- He 
was in constant communion with the Lord, and had been seen by his 
followers with awful reverence, kneeling in a cloud and receiving the 
instructions of the Eternal.^ In obedience to supernatural orders he \ 
represented the Adoration of the Shepherds at Greccio.'^ He quelled / 
the thirst of a man by a miraculous draught of water.^ He could 
discern that the sparrows twittered praises to the Almighty, and at his 
bidding they forbore and flew away.^ He prophesied sudden death to 

to make known to him that the charitable deed done to poor soldiers for the love 
of the great king of heaven should receive an unspeakable reward." 

* No. S of plan. 

• ' A voice, says St. Buonaventiira, spoke to St. Francis from flie onidfiz 
bidding him build up the church, which was falling into ruin. 

* No. 4 of plan. * No. 6 of plan. ' No. 6 of plan. ' No. 7 of plan. 

The firbr taw the vision of tho ehariot of lire firom a hut in tiM oaaon'f 
garden at Assisi. * No. 8 of plan. * No. 9 of plan. 

' No. 10. * This fresco ropresenta Brother SjlvastOTf at St. Franda' bidding, 
driving the devils from Axezzo. * No. 11. * No. 12. 

* Ka IS. • IMnr John of Gnodo, a followw of 8t IVinda, taw tile Holy 
Child in the arms of St Francis. * No. 14. 

* No. 16. * ThiifireaoonpreaentaSt. Fnuusiapnachiog tothebiidaatBoTtgna. 
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hiB hoetk who aeeocdingly died immediately after eonfeflBum.^ H» 
pzeaefaed with aiieh fervency hefoxB Innooent WL and hie eardiaals 
as to convince them that hie wofde were tlie real vriadom of God;' and, 
though absent in the fleeh, he comforted the Beato, Antony of Axleay 
ae he preached in the cathedral, by appearing to him in the act of 
benedictioiL' The supreme proof of his communication with heaven 

fwae, however, when, on the rugged rock of the Vemia, the Saviour 
appeared to St Francis in the form of a Seraph, crucified, and impressed 
' miraculously on his hands, feet, and sides, the stigmata.^ A church had 
already been erected, with the contributions of the faithful, at Santa 
Maria degli Angeli ; but St. Francis frequently came away from this, 
the tirst asylum of liis order, to the episcopal palace of Assist, where, a 
short time before his death, he was staying. Here, foreseeing his 
approaching dissolution, he resolved to withdraw to Santa Maria, and 
being unable to walk he was carried by the brethren and followed by a 
respectful crowd. Outside the town he stopped, and looking back at 
Assisi gave it liis blessing. Retiring then into Santa Maria, he lay 
down on his pallet, and on October 4th, 122G, departed to another 
world. It was observed by one of the brethren that his form had 
ascended to heaven.* At this very moment the hiahop of Aesisi, who 
was on ft Jonxney and then stopping at San Miehde di Monte Gargano, 
waa miraculously aaaured of the death of him, whom twenty years 
hefore he had covered with hia pioteetion, as he fonook the world for a 
life of poverty.* The miracle of the atigmata had not so much credence 
bat that aome still doubted of its reality, and accordingly, one Girolamo^ 
a doctor of Assisi, made his way into the oeU of St Franma^ aa he lay 
after death, for the purpose of testing its truth. With his finger in the 
wound he imitated the incredulity, and gamed the conviction of St 
Thomas.^ The body was brought in great pomp from Santa Maria or 
La Portiuncula to Assisi, where, in the church of San Damiano, his 
' sister, Santa Chiaia, embraced his remaina.^ He was canonised in 
San Giorgio at Borne by Gregory DL,^ whose unbelief had ceased when 
St Francis, in a vision, presented him with a vial containing Uood from 
his side.^ His apparitions after death were numerous and convincing. 
To a lady near Beneventum who had never confessed, and was about to 
die, he spared a heavy penalty in the next world by arresting her death 
till she had made hex peace with God.' Before this he had, at Ylexda, 



i Ko. 16. * No. 17. * The pontiff is Honorins III., not Innooent IIL 
*liro.ia. «No.l9. >No.20. «No.21. ' No. 22. 
•Vo.28. •He. Si. » Ko. 2S. • No. 87. 
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MTid iiie life of a wounded mmi givea Qp hy the doctoiBi^ and he 
fibeiated a pneoner of Asdn confined hj the orden of Qragoiy IX.' 

The life of St. Francis is depicted on the walls of the Upper 
Churcli of Assisi in the very form of the legend. It is a life 
abounding in subjects well suited for pictorial delineation, and it 
has been, in aome instances, rendered with admirable illustrations 
at the bidding of the Franciscans of the tiurteenth century. 
But if we look at it doseLj we shall find that it was illustrated 
by a succession of artists of various gifts, rather than by the skiU 
of a single individnal ; and we shall come to the ooncln^on that 
the eariier numbers of the series weie not very different in merit 
from the frescoes of the Old and New Testament above them, till, 
as they progressed, the younger hands employed improved in . 
mastery, and finally produced the skilled work in which we 
recognise the power and the genius of an artist who is no other 
than Qiotta If we start from the first pictures on the left side 
of the nave near the transept, and set aside the first as a com- 
position of a superior order, we trace, in about fourteen consecutive 
compositions, the defects which mark the frescoes of the upper 
course and ceilings, improved, it may be, by a broader style of 
drapery, more freedom of hand, and a more studied arrang^ent, 
yet still conceived and worked out on the old lines.* In the scene 
where the angry Bemardone grasps the clothes of his son and is 
with difficulty held back by his relatives from assaulting Francis, 
whose nakedness is covered by the mantle of Guido, there is 
room for a display of the most varied aciion and expression — of 
anger in the father, of supreme trust in the bounty of heaven in 
Francis, of surprise or compassion in the bystanders, of triumph 
in the bishop and clergy. The intention of action and expression 
iff manifest, and its real absence the more noticeable. Two 
children with their clothes tucked up evidently contemplate 

» V4». 96. 

* No. 28. * According to St. Baonarentora, this man was a certain Peter of Alesla. 
' No9. 3, 4, and 5 have been damaged by lime. It may be well to state at once 

that the wall painting at Assiiti so lar ia not bwm/rtseo, that is fresco on wet plaster, 
bat painting on the dry wall, or a tecea, 

* Htre ■gun, m in Um fiompoiition of tiiii mriM, we have pvotif of itt Mily and 
oipcrimeDtal dmaetar. 

n. — o 
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throwing the stones concealed in the folds of their garments; 
and here may be traced that tendency to combine in a solemn 
subject one of those simple ideas which have been urged as one 
of the blemishes in the style of Giotto. But Rumohr, who 
thought that Giottesque art was whimsical because he considered 
it too simple in its truth, did not realize that, in following such 
a tendency, Giotto was only fulfilling his true mission, which was 
to infuse reality into an art which had become hardened into 
immobility. Compared with the remains of the same subject in 
the Lower Church, this fresco reveals a modern and more finished 
art. The same incident repeated by Giotto in the Bardi Chapel at 
Santa Cxoce of Florence merely manifests a further improvement 
in the same direction.^ 

In all the first nmnbers of this Franciscan series the same 
defects are constantly reclining. In the quarrel with Bemardone, 
where the human form is rendered with some truth, yet com- 
paratively without feeling, the stiff square nude of Francis, his 
coarse eztremitieB and defective articulations, are rendered in a 
state of repose approaching to rigidity, and remind us for that 
reason of some figures in the upper course of frescoes, or the 
four doctors in the ceiling, where the handling is not dissimilar 
from that developed at Borne hy Gaddo GkbddL The drawing 
is striking for its dark wiry line and its mechanical rudeness. 
The leaden red shadows, verde half tints, the ruddy stain on 
the lips and dieeks, the white lights, the broken contrasts of 
tones, are those of a mosaist* The rest of the scenes, till we 
oome to that in which St Francis predicts the death of his hoet^ 
offer more or less the same general features, though even in 
these a general progress in arrangement^ and sometimes in 
execution, is visible. Looking at the picture where St Erancia 
supports the falling church, we note the good proportion and 
appropriate movements of the figures.' 

* A flaw disfigures the rifjlit side of this fresco. It has obliterated the house and 
part of the neck and breast of the maa in the for^ound near the bishop, and cuta 
acron the figure of the bidiop and flie foot of Francis. 

♦ ' These frsNOes were restored and in part repainted at the beginning of the 

fourteenth century, and they have frequently been restored Binoe. 

* Part of the plaster has fallen and carried away the churclu 

* This fresco has been very much repainted. 
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ST. FRAXCIS IKSTITUTINO THE REI'KESENTATIOK OF THE PKESEI'IO AT GRECCIO 

By Giotto 

From a fresco in the Upper Church, Assisi 

II.— To face page 18 
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Ecstatic expression is well rendered in the eleventh picture,*' 
where the saint is represented communing with the Lord. 

The mode in which the thirsty man is shown drinking at the ^ 
miraculous stream is truly worthy of the praise which Vasari so 
abundantly distributes.^ 

We cannot find in earlier Christian compositions one more ^ 
forcible, expressive, and natural than that in which the gentleman 
of Celano "suddenly dies as he rises from table in fulfilment 
of the prophecy." 

St "FnaneSM is no longer ol the aqnaie and atilF fcaan wlueh chaiac- 
terisee the eadier numhera of (he seriefl. He stands behind the table 
Cilm in the foreknowledge of the e\eni, whilst the distracted relatives 
sappoit the dying man, or exhibit the agony of their griel The old 
Tehemcnce of action is not yet given up; but the figures are more 
natural and truthful in form and expression, and are more deeply 
studied than they had been hitherto. Without stopping to analyse 
minutely the three next scenes, we pause at the twentieth fresco, where 
St. Francis lies on a pallet over which the bending forms of his grieving 
brethren stoop. One of them, looking up, sees the image of the founder 
of his order carried in a glory to heaven by ten angels.^ Interesting as 
this picture must be to those who study the gradual progress of the 
art of composition in the Florentine school, it is still more so with 
reference to the improvement of the human form as shown in the 
angels, who seem gently wafted through the air by their wings, and 
whose features already express that repose and kindliness which so 
strongly contrast in the Giottesques with the vehement action and 
grimace of the old style. Not is the semblance of flight merely a 
result of the attitude; it is due also to the sensible improvement ol the 
flying drapery, which essentially helps to develop the fonn and Its 
■etUm.* 

Fine as a composition, and beautifully arranged as regards the 
groups of monks with tapers and crosses, is the twenty-second 

1 No. 14. Bm Yasabi, wL Ssnioiii, I, p. S77. 

* Great part of the colour and some of the plaster of this ft«MO SM gone, 
mntilating the angel to the left who (^rries the saint to hesflB, illd enttblgoff on 
tho right some of the background and friars with tapers. 

* Fo. 31 is much damaged by a omck in the plaster whioh diridea rertioaUy into 
two the whole ftisoo» inoliidiqg tho lilsluipk wbo liM in • dietm. 
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^ foeeco, repreeentmg the incrednUtj of Girolamo.^ But Baperior 
still is that where the body has been caxried on a trestle towards 
the church of San Damiano. 

The bearers have just dropped their load, and St. Clara bends in grief 
over the remains. Whilst two nuns kiss the hands of the corpse, 
others bend over it. A couple communicate their thoughts, and the 
crowd behind look on in lamentation. The grief of the monks on the 
left, issuing in a column from a neighbouring convent, is well depicted, 
and an affecting sense of genuine regret is visible iu all the faces. In 
the females, graceful form; in the head of St. Francis, select features 
and a fine feeling for the repose of death ; in the figures generally, true 
propoztum and flowing diapeties, varied attitudes and individuality ; in 
the artist, an improved knowledge of diawing — a groat variety within 
the boonds of naturo combine to manifest tiie prugress alnady made by 
the artists of Assisi' 

The fresco of the canonisation is unfortunately obliterated, 
with the exception of a group of women and children who 
witness the scene; but, as regards composition, the next picture, 
which represents Gregory IX. in a dream rec^ving from St. 
Francis the flask of blood, is grand and well conceived. 

St. Francis stands behind the couch on which the pope lies. He 
raises his right band to the ottering, whilst the monk with his right 
points to the stigma in his side. The figure of a sleeping attendant, 
two others in converse, and a fourth telling his beads, could not have 
been better arranged. 

V A triumph of distribution, action, and expression is to be 
found in the tweiity-sixth fresco, where the wounded man is 
brought to life by St. Francis, whilst liis wife and servant 
dismiss the hopeless surgeon at the door. 

The latter, by his look and gesture^ seems to say Ihere is no hope. 
The lady who has followed him bears her grief noUy, and still seems 

* The oolour in No. 22 is in great part gone. 

* Part of the iutonaco of the foreground has fallen, injuring the church, the 
loirar part of the ana nMmt Santa Ohina, and tbe upper half of tlio head of kor 
luiglibonr. A cnek nnia flnoagh the head of Santa Chiara, another hole iignring 
ooa of tht boMmSk tad aomt iigwy it ririUa in the mm kiniag tbe Minf a foot 
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THK LAST CONFESSION- OF THE WOMAN OF itENEVENTO Alinari, jAo. 

By a Follower of GioTTo 
From a fresco in the Upper Church, Assisi 
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unconsciously to ask if all is over. The servant at her side cannot 
restrain her tears. In the meanwhile, St. Francis has miraculously 
appeared behind the bed; and the sufferer raises his head and smiles as 
he feels the wound healed by the hand of his deliverer. Behind, an 
angel holds a sceptre and a pot of ointment, whilst a second draws 
down the ooveilet. W« may choose which to adinhce mosfc^ fho disbi- 
Imtion of the figures and the truth of tiie attitude— which in the lady 
leealls the antique, the grave and heautifnl features of the latter con- 
tneting with the weighty hut not less expressiTe onee of the surgeon — 
or the fine proportion and ilowing draperies. For harmony and equi- { 
fihtium, for eqoessiTeness in eveiy sense^ this is a work of a high order. \ 

The same qualities of composition form the attraction of the 
twenty-seventh fresco, where the sick dame confesses to St 
Francis at the very moment when the clergy, with the cross and 
tapers, have appeared for the purpose of removing the remains. 

An angel in the air claps its hands, and drives away the devil 

exorcised by St. Francis — a humorous incident; whilst in the heaven 
the Eternal grants the pardon of the repentant soul on the intercession 
of the saint. In the final scene of the liberation of the prisoner, the 
nude of the latter is well given, and a figure of St. Francis ascending to 
heaven is in fine motion ; whilst, as regards the background, the usually 
insignificant nature of the edifices is improved so far that a column is 
represented with exquisite bas-reliefs. Keverting to the first of the 
whole series, which represents the charity of Francis, we need only 
observe that it seems to have been executed by the same hand as the 
five last, and is vastly superior to the frescoes in continuation of it.^ 

> Above the portd, a round of the Virgin and Child in half length, vith two 
smaller mcdalUons oontMDiBg half leogtiw of aqg^ balong to tho QiotUaqiw MiiM 
above described. 

* We agree with the authors in thinking that the first of the series and the four 
faft an lij a diAnnt hand ; ImtiradoiiotmgBnlfliiMWorkiaisiipefiinrtoaUtlio 

others. The same hand is also seen in the fifth from the end-^lTo. 24, the 
Canonization of 8t Francis, but not so prominently. This artist arranges his 
figures in compact, sharply defined groups. The persons who compose them are 
very tall and slight. They have long faces, prominent foreheads, and long, straight 
Moka. Thdr eyw, nomt, monthi, and luiida am rmj wauHL The arohateoton 
matches the figures. The hnildiiigi thii art»t represents iia fai|^ and finely 
finished, but have long, narrow supports, surmounted by a narrow and mutilated 
entablature. This artist's creations oontrast strongly with the heavy, massive, 
strongly modelled figures of Giotto. We believe that they were ooniplttid aftir 
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The progrew which marks this succession of works cnlminnteB 
at last in the compaxative perfection of QiottOi who now stands 
prominently in advance of his generation as regards composition 
and design, though he is still imperfect in the technical processes 
of colour. Whether the compositions are those of a master who 
left the execution to his assistants, or whether design and execu- 
tion m in reality hoth Giotto's, it is impossible to affirm, bat 
there axe reasons for thinkmg that Giotto had a very great share 
m 

of the Upper Ghnrdi of Assisi illustrate and explain the history 
of the revival of Italian art, and tiiat this edifice is nndonbtedly 

f the most important monmnent of the dose of the thirteenth 
century.! Independently of names, it tells of the changes which 
painting had gradually undergone. It enables us to disoem how 
Giotto first broke ground In his profession, and how he rose to 
the culminating point of his greatness. 

But Assisi was host»itable to many artists whose names have ^ 
been obliterated in lapse of time. It was hospitable to men 
who worked at San Fhmcesco without leaying records of their 
pictures. But if we probe this matter further, we may perhaps 

f discover whether Gaddo Gaddi, a Florentine, of whom Vasaii 
speaks in a superficial way, or Philip Busuti, a Boman mosaist^ 
whom he entirely neglects, may not have been fellow-labourers of 
Giotto in the great monastery of the Ftenciscan. 

Busuti is an artist who inscribed his name on a Eoman mosaic. ; 
Gaddo Gaddi is presumably the author of a set of mosaics which 
adjoius that of Riisuti. BoLli these works are visible, in some 
sort of preservatiou, on the wall of the portico of Santa Maria 
Maggiore at Home. They are executed iu stripes, of which the 
highest is by liusubi. 

Giotto's departure from Assisi by some brilliant, nnknown follower of the master. 
He, fioger Fry supports Crowe and Gsvaloaselle's view that the conolnding pictures 
of th« aeri«8 irsrt soMeuted by the Mine hsad, aid diAsr from the rest of the serial. 
He attributes them to some unknown fellow-worker of Giotto at Aliiri (¥aT» 
Oiotto, in tho Monthly Review for December, 1900, pp. 156, 157). 

* ^ A study of the paintings at Assisi in the light of recent discoveries in regard 
to Dnocio and Pietro Gavallini tends to confirm the Tiew that until Giotto grew to 
maturity Boiiie and Siena were far more important centres of the art of painting 
than Florence. Giotto himself, as we hara already obanrvedf was deeply iBflmnoed' ' 
by the maeters of the Bomau school 
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The first subject of the upper series is Chiirt eothioned and Uessiiig 
tli« world, in a ciicolar halo, supported by four aogela. To hk tiie 
Viigin is aeoompaiued by St Vixd, St JamM* and another aamt To 
tfaa light an the Baptiati St Fbter, St Andiev, and a nametow apostle. 
Sjmbo]8 of the lonr BvangeliatB and figuna ol angels fill the space 
aboTo these groups. 

The style of Philip Kusuti, whose name is inscribed on this 

mosaic, is Florentine rather than Roman.^ The forms which he 
displays have an amplitude unknown to Torriti* or the Cosmati, 
though familiar lo us in the work of Cimabue.^ Yet the rhythm 
and lines of the Christ and attendant anr^els are more regular 
than those of Cimabue, and vaguely recall the Saviour, the Virgin, 
St John, and St. Francis, in the medallions of the ceilings in the 
Upper Church of San Francesco of Assisi. There are delicate 
varieties also to be noticed in Rusuti's handling, as compared 
with that of his contemporaries at Rome. His familiarity with 
the time-honoured models of early ages is shown as clearly in 
the circular contours and high cheek-bones of the Saviour as it 
is in the Christ of Assisi. But his outlines are simple and even, 
his modelling rounded, his drapery naturally cast, his colour 
harmoniously balanced, in contrast with those of Jacopo Torriti ; 
and these are characteristics which apply with a certain force to 
the ceiling medallions of Assisi, and justify us in believing that 
Kusuti may have been one of those who carried on the work 
which Cimabue left incomplete when he retired iiom San Fiaocesco 
to Florence. 

Beneath this mosaic a second stripe contains a series of episodes 
illustrating the l^end of the foundation of Santa Maria Maggiore. 
Four pictnm are placed without much xqgulaiity about the spaces 
oocapied by a circular window, azid Yasari certifies that the work 

« ' Tlie editors maintain that there is nothing in the style of Rusuti that 18 
foreign to that of the iiom&n school as we now know it. 

* * TIm Mfhon aaon to vi to nodemte the oohioTramit of ToiritL 

' The words : philipp busuti fecit hoc opus are inscribed on the margin of 
the circular halo. The motuD is on gold ground, and tomewliAt unpaind in taIim 
Igr so-called restoring. 

* As we have already stated, we ore not familiar with the artistic qualities of 
OimahiM. 



Digitized by Google 



24 



THE BASILICA OF AS8ISI 



is attributable to Gaddo Gaddi.^ The first striking feature of this 
series is that the subjects are legendary and illustrative. One of 
them represents Pope Liberius with the Virgin appearing to him 
in a dream in a glory carried by four angels ; another a vision of 
the same kind seen by the patrician Giovanni ; a third depicts an 
interview between the patrician and the Pope ; whilst the fourth 
shows Liberius attended by priests and followers tracing the 
foundations of Santa Maria Maggiore under the protecUon of 
Christ and the Virgin in a heavenly glory.* 

The spirit of the compositions, and the ehape they assume, are 
very clearly related to those of the Franciscan legend at AbbIsl 
The handling is less antiquated than that of Busati The 
framings are designed in the same taste and fashion as are thoee 
of the ceiling above the inner portal of the Upper Church of San 
Francesco at Assisi. But, besides this, there is a distinct similarity 
in the distribution and shaping of the figures in the mosaics of 
Borne and the wall paintings of Assisi — the pictures more alike 
in this respect heing the Meeting of the Patrician and Liberius, in 
the moeaio series, and the Charity of St FranciB» or the Quarrel of 
St. Francis with his Father, at AssIbL But the points of similarity 
are not only those of anangement and form. Gharaoteristic 
besides are dusky and heavy outlines^ imperfect drawing of 
extremities^ compensated here and thm hy natural action or 
a fair balance of light and shade, and last, not leasts an evident 
identity of make in hem and figures common to both mosaics 
and frescoes.* 

There is nothing in the drcumstances which appear to surround 
the production of these pieces to throw doubts on Yaaari's state- 
ment that Gaddi designed the mosaics of Santa Maria Maggiore. 

*^ As Yasari aasigns to Gaddi works of very different cbaracteristics, And as 
none of his statvoMnti tre Mofirmed by early doomiMiituy eyidenoe, iiia •totamaiti 

in regard to Gaddo Gftddi'a aohievemottt are of very littk value. 

' Tlie Virgin and Child and the anj^h in the Vision of Liberius are the only 
parts in fair preservation. In the Vision of the Patrician the Virgin and some 
figures of watchers at the foot of the bed are partially renewed. The arms of the 
CMomw on the raoniM diow that fho ohmolimaa who gm tiio oommiwinii ms 
ft dignitary of the Oolomift fiunily nhieh pfttroniaed Jaoopo Toniti (Tisabi, sd. 
Bansoni, i., p. 347). 

* The Pope in the third compartmi ut at Siinta STaria ^T•lt;piore is sioular tO tho 
Mint in a dream in the third fresco of the f ranciscau series at Assisi. 
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The date of 1308, which he assigned to them, is confirmed by the 
fact thai tlie patron who gave the commission was one of the 
Colonna, who also employed Torriti. 1308 is the time when 
Gaddo Gaddi, having finished his labours at Assisi, might have 
been called to Rome. He was then of mature age, having been 
born about the year 1260, and enjoyed the friendship of Cimabue, 
as weU as that of Giotto. We are told, indeed, that Giotto was 
godfather to Gaddo's son, Taddeo, who subsequently became his 
chief assistant. It was after his return from Rome that Gaddo 
settled at Florence. In 1312 he took the freedom of the GuUd of ! 
Surgeon Apothecaries, which then included painters, and he lived j 
a respected citizen of the republic till 1333.^ 

Judged by the standard of the mosaics of Santa Maria 
Maggiore, Gaddo is an able disciple of Cimabue, but distinctly 
inferior to Giotto. Vasari tells us that he learnt the practice of 
mosaic-work from Andrea Tati, and assigns to him a Coronation 
of the Virgin above the inner portal of Santa Maria del Fiore at 
Florence, and he is considered to be the author of certain parts of 
the mosaic decoration of the Florentine Baptistery and an egg-shell 
mosaic in the Uffizi at Florence. But we shall presently see that 
there is little warrant for any of these statements* and if we 
ehould accept the Coronation of Santa Maria del Fioie as one of 
his genuine productions, it would only be because we might admit 
that at an early period of lus career Gaddo combined the early 
forms of the so-called Tuscan Byzantines with those of Cimabue.^ 

There is no stokiDg analogy between the style of the prophets 
in the course of mosaics beneath the windows in the baptistery 
at Florence and the mosaics of Borne or the frescoes of Aaemf 
nor would these figures justify the encomiums of Yassri, who says 
tbey hrought to Gaddo a great repute.^ 

The mosaics above the inner portal of Santa Maria del Fiore arc at 
least bright in colour and fairly relieved by balanced light and shade. 

* See Vasari, ed. Sansoni, i., pp. 345-357. 

* ' On the evidence before us we cannot say whether or not Gaddo Gaddi was a 
followw of Oinwbiw. If lit exaoattd tiit moniM <^ 8L Mam Maggion, he probably 

belonged to the Roman schooL 

* ^ We have already remarked upon the heterogenoos chataeter of the ntalogne 
of wofks Vasari gives to this suppoised pupii of Cimabue. 

* VjkMJM, id L, p. S«S. 
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The figures aze strongly built and weighty, and tiuu distmetly Floieiilaiie. 
But these qoalttieB ate mote thaa oonpsniatad by defeetire drawing of 
features, and hands and feet, sharp angular outlines, and flat expanses 
of drapery tints cut into map work by lines and gold li^t The subject^ 
we haye said, Is the Coronation of the Virgin, the space a recess above 
the portal, in which the Saviour and his mother are seated on the 
same throne attended by angels sounding trumpets. The Virgin bends 
reverently towards her son, but the &oes of both are disfigured by 
angular wrinkles, protuberance of nose, and absence of forehead. The 
symbols of the Evangelists occupy the space above the throne.^ 

If the master^s name is really applicable to the mceaic which is 
assigned to him in the gallery of the Uffizi, Oaddo can only have 
been an artist of small repute who inherited the traditi<Hial defects 
of older craftsmen without the power to acquire any modem 
improvement. 

The mosaic represents our Lord giving the blessing and holding the 
gospel (part of the book and hand mutilated). The contours m red in 
the light and black in the shaded sides, the shadows are brown, the 
drapery indicated by a maze of lines tipped with gold. Characteristic 
features are a long face with a sharp nose and pointed beard, and a 
broad, stunted hand. 

The mosaie can hardly be assigned to Qaddo unless we deny his 
authoxship in respect of other works of the same nature.' 

Vasari states that Gaddo Gaddi was a mosaist as well as a 
painter. If it be admitted that, in the former capacity, he laid 
out the mosaics in the portico of Santa Maria Maggiore, it most 
be conceded that he also painted at Assisi. 

Any further search for the works of Gaddi would be vain. His 
Ascension of the Viigin, a mosaic described by Vasari, in the 
chapel of the Incoronata in the cathedral of Pisa, has made waj 
for a more modem prodnction of the doee of the fourteenth 

> The heads of tbe Yiigin, as w«U as other ports of the BHSsioi^.aio iajored by 

mtoriiig. 

* TbiB piece ia assigned to Gaddo because it is ssid to be made of egg-shells, 
ond Yasasi (od. SoHoni, i., p. 318) says ho osMBtod woik of the kiad In San 
Qlovumi ot Fhmneo. The ogg^ihell oaboo ore tot in wax and ooloimd. 



Digili^iuu by C(.)0^l 



OADDO GADDI 



37 



century.^ It will be sufficient to have pointed out the probability 
that Gaddi and Eusuti both took part in the works of the Upper 
Church of Assisi. The presence of these Florentine artists at 
Kome enables us to compare the progress of Florentine and 
Roman art ; and the comparison between Gaddi and Eusuti, and 
the Cosmati and Cavallini, will be found not very disadvantageous 
to the latter. It must be granted that the Eoman school was not 
inferior, at the close of the thirteenth century, to that of Florence.^ 
It may be afi&nned that Eoman craftsmen remained superior to 
the Florentine until Giotto appeared. Eusuti and Gaddo Gaddi 
belong to a class of decorative painters, whilst the Cosmati 
and Cavallini display more nature and more individuality, more 
character and power in the rendering of totm, than their Floren- 
tine rivals. 

^ AmoQgitthewnlnof Ocddowhieli h»v» periihecl tiiiee Vaaari's timt, m flw 
mosaics in 8t Petar at Rome (Yasari, ^. Sansoni, i., p. 348), the moaiictof tlie 
old Daomo outside Arezzo (Ibid., i., p. 348), and the slUlpicoe of the Hfan of 
Sonta Maria Novella at Florence {Ibid., I, p. 348). 

* ' The aathora wrote before Pietro Cavallini's frescoee at S. CecUia-in-TraateTere 
liad oomo to Ij^t. Theio IreaooM provo tbat tho antlion vndemted Mther than 
overrated the greatness of Otmllini and of the Boman schooL At S. Cecilia 
CAT&llini roreals himself as « giMt BuatMr With • dittiiictlj ponoDftl atyla. See 
anUa, VoL L, Chapter IlL 



CHAPTER II 



GIOTTO 



HE early training of Giotto at Assisi may not have beea 



JL without influence on the development of his career. Two 
mendicant fraternities, originally founded by St. Dominic and 
St. Francis, divided with their influence the bulk of society in 
Central Italy, at the close of the thirteenth century. But the 
Pranciscan Order appealed more naturally to the feelings of the 
masses than the Dominican, and certainly took the lead in 
representing its sovereignty in a majestic edifice which the art 
of successive painters adorned. It is difficult to appreciate 
exactly the services which art and letters yielded to tlie order 
of St. Francis, but the pen of Dante and the pencil of Giotto 
were both devoted to it, and hence probably the connection which 
arose between two men, of whom one sprang from the ranks of 
the nobility, the other from the cottage of a peasant 
The legend of Giotto's^ birth and education as it was known 

* ^ The name of Giotto has long b«en a subject of controversy. Some authorities 
hold that it is an abbvariatioB of Ainbn>slotlo or Fuii^blto w Angiolotto, othen 
that Giotto was the umlei't baptismal name. Undoahtadly the weight of opinimi 

is on the side of those who regard the name as an abbreviation. On this side are 
to be found Baldinucci, Domenico Manni, the editors of the Lo Monnier edition of 
Vasari, and P. Lino Chini, the learned historian of the Mugello. The opponents 
of tiiis Tiew point oat (1) that the nane Mut or OiaUut ii that given to the 
painter in legal documents, and that, for that leaaon, it cannot be a mere abbreviation 
or familiar name, and (2) thnt this name was given to other persons as a Christian 
name. To this it may be answered that (1) the notaries of the Middle Ages often 
gave in legal documents an abbreviated name or a nickname when that was the 
name by whieh the penon thqf wrota of waa generally known by in pnblie and 
private, and (2) that this name was not need aa a baptianal name nntU the fonr- 
teenth century. 

Is it possible that Giotto is identical with the Parigiotto who took part in an 
arbitration aa to the price to be paid for the thirty-four small pictures which were 
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and believed in the days of GMberti, is probaUlj more poetie 
than traei It tells how the boy was sent by his father to tend a 
flock in the scanty pastmes of Tesingnano,^ and was seen by 
Oimabiie drawing one of his own sheep on a stone. Leonardo da 
Vinci, who belieyed the legend, repeated it to his pupils in a 
lectore, in whioh he said that Giotto was bom in a wilderness of 
hills inhaMted by goats, and being inclined by nature to art, began 
drawing on the stones the motions of the animals of which he 
was the keeper. In this way, after much study, be not only 
riyalled the masters of his own time but those of past ages. 
According to Ghiberti and Yasaii, Oimabue begged of Giotto's 
father, Bondone, to be allowed to take charge of the boy, and 
Giotto thus became Cimabue's apprentice. An older authority 
than Ghiberti or Leonardo tells the story differently. The anony- 
mous commentator of Dante says that Giotto was born at Florence 
and bound apprentice to a woolstapler. Every time he left home 
to work Giotto stopped at the shop of Cimabue. After a Lime 
Bondone inquired of the woolstapler what progress his son was 
making. He replied that for some time past Giotto had not been 
seen. It was then discovered that the boy spent his day with 
painters, whereupon Cimabue's advice was taken and Giotto left 
the woollen guild and became Cimabue's pupil.^ Yasari follows 

at the back of Duocio's great anc<ma J The document relating to this arbitration ia 
in tli0 AnkM0 M DtmM In the muA AsMim <K DoeumenH AvttM, 
Kol L). It it givm in Mnjunsfs DoeumenH (vol. L, p. 178). 

* ^ That Giotto uras bom at CoUe, near Yespignano, is now certain. Dr. R. 
Davidsohn citea Tarious documents existing in the Florence Archives ^hich prove 
that Colie was his birthplace. See DatidiSOHK, Die Heimath GioUo>$ in the 
Eeperiorium/ar Emd wiiumh t^ Bind n., 1897, pp. 874-977. 

That the artitf s father was not n petiant is proved by a doenment qnoted bj 
Leopoldo Del Miglioro in his mannscript notes to Yasari {Rifiessicni e aggiunU alU 
Vile di O. Vasari, a MS. book in the Biblioteca Nationals, Florence). Migliore 
quotes a document which speaks of Bondone, Giotto's father, as vir praedarua^ and 
whieh iboifB fhnt he was a proprietor nt Oblle in fbe omwimme «f Vespignano. The 
title vir praedaruM was not given in pablio I^al instmmenta to Ubomtorei tararum. 
All the early evidence tends to sliow that Yasari's aooonnt of Giotto's early years it 
pure fiction. See P. Lino Gami, £Uoria dd MugtUo, Florenoe, 1876i toL ii., 
pp. 206-208. 

* AaonyiiMNW eom. dted in Oaxil&oIiaiiiiohi'i fiVoMe, in the KuamAfMogia, 
1867. See also Ghiberti in Y asaii, L , pp. xviL and 810 ; and Leonetdo in Bmlvsk 
aad Bl.Ai3E'« Da (London, 1874), p. 124. 
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Ghiberti in saying that Giotto was apprenticed earlj. He adds 
that Giotto was bom in 1276 and placed under Cimabne's oare at 

the age of ten. 

But in Pucci's Cewtiioguio we find that Giotto was seventy at 
his death in 1337 (new style). He mnBt tiierefore have been bom 
in 1266 or 1267,^ Any attempt to trace the boy's progress under 
the goidanoe of Ms early teacher woold be perfectly useless,' 
chiefly because the frescoes in the Badia of £lo»Biioe^ which were 
the first fruits of Ida industry, have perished;* bnt he labonred, 
as we saw, when still yoong at Assisi, and he most have been in 
his manhood when called to paint the colings of the Lower 
Chorch of San Francesco of which we shall now proceed to speak. 
We have the authority of Yasaii for stating that on this occasion 
Giotto was engaged to serve by Giovanni di Mnn>, of whom 
Wadding's Franoisean annals tell that he was elected fonrth 
general of the order in 1296> 

* "Nel trenta sei (Flor. corap.) siccome piacque a Dio, Giotto morl d'etk di 
aettaat' anni." Pucci, Centiloguio (Florence, ed. 1868), canto Ixxzy. ; and see 
poilM in xwferniM to Diate's portnit by CKotto* 8w alio OUberli, «kt., in 
Yasari, ed. Le Llonnier, i., pp. zvii, zyiii., and 310. 

* The date of Giotto's birth is still a subject of controrersy. Against Antonio 
Pucci's statement the Cav. A. Liaini urges the fact that we have no proof that Giotto 
practised the art of painting before 1298. He also quotes Benvenuto da Imola's 
•talemeDt fbat Giotto wm «t01 yonng whtn ha painted in tba Anna eliapd nt 
Fadiia. Saa Lisiki, ^^o{i^^e di Duecio Pittore, in the Bulkttino Seiuat di SMa 
PcUria, anno ▼., 18fl8, Hmo. L, pp. 42, 4S, note. The qnaalaon ia by no maana 
finally settled. 

* * Ghiberti, one of the earliest writers upon Italian art, speaks of Cimabne aa 
an arUat who paintsd 'fin tha Gtaak manner," meaning by that phraaa that ha 

clung to the old Byzantine atyle. The newer elements in Giotto's art aia prahably 

doa in a considerable meastire to his contact with CavalHni and the ^"THfW maataia^ 
on the one hand, and with Nicholas and John of Pisa ou the other. 
' Yasabi, ed. Sansoni, i., p. 373. 

* Wadduo, Ammdi, Ord, Jfln., t., p. 848, anno 1806. TAa4Bt (ad. Sanaooi, L, 

p. 877) pretends that Giotto, passing through Arezzo, painted in the Dnomo a 
chapel, in which he repreaented the stoning of Stephen, and, in the chapel of the 
Pieve d' Arezzo, dedicated to St. Fnncis, a portrait of that saint and of St. Dominic, 
on a oolnmn. Aa tiia Dnomo waa laiad in IMl, tha Stoning of Stephen perMnd, 
bnt the figures of St Francis and St Dominic still exist in the Pieve, and may 
possibly be by Jacopo del Caaentino. A crucifix in the Badia di S. Fiore at Arezzo ia 
Ukewiae assigned to Giotto (see annot to Yasabi, ed. Saosoni, L, p. 388); but 
that wlileh now axiato ia in tiM mannar of Segna. Aa to a ligon of Si M^irtin, 
painted on a pilaster of tha choir in tiw Taaoovado (TAflABi, ad. Sanaoni, L, 
p. 388), tha fraeoo haa pariahad. 
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Next to the aim of making manifest the acts and miracles 
of Stb Francis, that of illustrating the principles upon which the 
order was founded, would naturally be thought imperative by 
the friars of the order of St. Francis. It was no doubt for this 
purpose that Giotto was called upon to demonstrate in aUegories 
the virtues which distinguished the mendicants of AssisL The 
place which he was directed to adorn with these suljects was the 
central ceiling of the Lower Church, and there we may still 
observe in four triangular fields Giotto's Union of St. Francis 
with Poverty, his allegories of Chastity and Obedience^ and bis 
Apotheosis of St Frand&^ 

The union of the saint to poverty, through Christy is the first 
episode to which we tara 

A pauper in the left-hand foreground begs for alms, and is welcomed 
by a youth who strips himself of his cloak, encouraged to the act by an 
angel, who points to the mystic ceremony of the marriage. In the 
middle of the picture Poverty, in rags amidst the flowers and thorns of 
briars, is united to St. Francis by the Saviour. Faith, on the right, 
gives her a ring and Charity a burning heart. A host of angels encircle 
the principal group. A dog barking at the feet of Poverty, a child 
goading her with a stick, and a boy throwing stones at her, indicate 
the oonteinpt and fear which she inspiiee. In contrast with the kindly 
aetion of the youth who aharea his doak with a beggar, another at the 
opposite aide of the pictaroi vainly addieaaad by an angel, displays by 
the indecent gesture of hia fingeiB and a falcon on his fiat liia prafevence 
lor worldly pleasurea ; whibt to hia right a figure with a bag of gold 
flSymhoUaea Avarice, and a third between the two aaema to point to the 
charitable group and give worldly advice.' In the upper part of the 
picture an angel in filg^t heaia the garment of the charitable hqy; 
a aecond, abo in flight, holds up a mimic edifice sunounded by a wdl, 
in the court of wldch a trae ia giowing> Both seem to he received 
gratefully by one looking down with open anna from heaven. 

• * In painting these allegories Giotto was helped by assistants. They were 
probably executed after the frescoes in the Arena chapel at Fadil*| but bofore tbo 
frescoes by him in the transept of the Lower Church. 

e* llw diawing of tSiis group, designed witii a pen on veUinii* wUdi ICmn. 
Croire and OaTilMMlle beUevad to ba by Giotto himself, patied ttom the collec* 
tion of M. V. BelMt into tb« po MOMioa of tho Doo d'AnnoIe^ tad is now ot 
Cbantilly. 
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Giotto in this allegory evidently followed the instructions of 
his employers. His own ideas on the subject of poverty are 
embodied in rhyme, imperfect as regards metre and language, 
but very remarkable for common sense.^ According to his ideas, 
and almost in his own words, "Poverty, though commended by 
those who live poorly, is by no means commend&ble. Involtmtary 
poverty leads the wodrld to evil, judges to cormptioii, dames and 
damsels to diBhononr, and men in general to lying, violencei and 
theft. As to poverty eleet^ it is as frequently evaded as observed. 
Yet, in respect of obser\^ance, tJuU certainly cannot be good which 
requires no discretion, knowledge, or qualities of any kind, nor 
justly be called virtue which ezdndes what is good." But this 
common-sense view did not prevent Giotto from doing his duty 
by the Franciscans; and though he might dissent horn their 
belief, he served them as he no doubt served others, without 
distinction of profession, rank, or par^. 

The second compartment of the ceiling is the all^xy of 
Chastity. 

On the left foreground three figures represent the friar, the nuii, 
and the lay brother of the Franciscan Order, who gladly greet 
St Francis, accompanied by a bund of angels and guards.' An angel 
prasente the eroBs to the nun, St Fluids extends lus hand to the 
monk, and the lay brother stands hy. A soldier behind the saint holds 
a scourge of many lashas. Further to the right a novice stands naked 
in a font; an angel in robes Imposes hands on his head and shoulder, 
and another on the rq^t poum over him the purifying water. Two 
angels attend with the drees of the order; whilst in rear of the whole 
group two figures symbolise Purity and Fortitude. To the right of the 
scene of purification a bearded guard hides an instrument of punish- 
ment behind his back, whilst another by his side wields the cat, as 
if the flagellation had already taken place upon one to the rights 
winged, cowled, and bearded, who^ strong in purity and penitence, and 
with the marks of the stripes on his torn gazment and back, has 
already driven away and prostrated the unclean spirit in the shape 
of a winged boar, and strikes with a trident a naked winged female, 

^ 8ee QiottePB ommm <m poverty in Bdmohb, tka, ii., pi. 51, lad ia ViaiBi, 
ecL Sanson!, i., pp. 4Sa-428. 

« ' The friar is nippoMd to fepfesent St. Bornsrd of QaintaTalle, the nan 
St OUre. 
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blindfolded and if^mbolic of Ln t. Her form is youthful and her head 
is crowned with loeeSi bat she has claws instead of feet, and from her 
shoulder hang:d a qmTer and a string of human hearts. Behind, the' 
skeleton of Death grasps the hand of a figure emblematic of impure 

passions and hurls it into the flames of the everlasting abyss. The 
penitent is aided against his foes by three females wearing helmets, one 
of whom pricks Lust with a lance, whilst another repels her with a 
vase, and the third with the cross and the remaining symbok of the 
Passion. Behind these again are three hclmeted warriors holding 
lances. Chastity, in profile, stands in prayer in the upper part of the 
tower guarded by Purity and Fortitude. Two angels in air at the sides 
of the tower offer her a crown and a vase, out of which a palm is 
growing. The tower itself, the sjrnibol of the force of chastity, stands in 
a quadrangular keep flanked with square turrets crenelated triangularly 
after the Florentine fashion. A bell at the top indicates the necessity 
of Tigilaaioe. 

Under the name of obedience Giotto symboliBee also the roles of the 
Older of St Fiands^ the praetice of which secures a place in hearen. 
On the right foreground he depicts an animal of three natures — part 
man, part hone, and part dog — advandng with a led cloak on his 
shoulder, and symbdUsing pride, enyy, and avarice. The beast is 
arrested bj a ray which glances on his £tce item a mirror in the hand 
of a douUe-headed figure of Fntdenoe, sitting on tiie extreme left d a 
portko^ accompanied by Obediaoce and Humility. The portico is tiie 
sanctuary of St^ Eiands. In front of it, and beneath the figure of 
Prudence, nn ingel comforts and holds by the hand one of two kneeling 
figures. The fiist looks at the repulse of Sin. The second, following 
the gesture of an angel, casts its glance towards Humility, who st m Is 
in the portico to tibe right with a torch in her hand. In the centre of 
the portico Obedience, in the dress of a Franciscan and wearing a yoke, 
inculcates silence and imposes on the shoulders of a kneeling monk 
a wooden yoke. St. Francis is then seen in the air drawn up by 
tlie yoke to heaven, and two angels at each side of him hold scrolls on 
which the rules of the order are inscribed. On each side of the 
foreground angels kneel, the two nearest carrying cornucopias, the others 
in prayer. 

In the fourth compartment Giotto represents St. Francis in glory, 
holding the book and cross, surrounded by angels varied in attitude and 
motion.^ The centre uf the diagonals is a medallion with a figure 

* These four Creusoet an on gold ground, 

il. — ^O 
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of the Stemal as h» appeared to St. John; that is, the figure of 
''one girded about the paps with a golden giidle; hia head and his 
hain white like wool, as white a.s snow; . . . and out of his mouth 
went a sharp two-edged swoid." This viuon of the Eternal holds in 
its left a book inscribed liber eoclisiab ditinae, and in its right the 
kejs. In the ornament of the diagonals, the Lamb, with three 
crowns; the symbols of the four Evangelists, winged; "the white 
horse," and he that sat upon him holding a bow ; " the black horse," 
and he that sat upon him holding a pair of balances in his hand ; 
" tlie red horse," and the rider wielding a great sword ; Death on the 
pale horse ; angels, seiaphim, and emblematic figures of the virtues.^ 

Rumohr says of these ceiling frescoes that the " allegory which 
they illustrate is monkish-childish, and was certainly so ordered 
by the friars and not thought out by Giotto."^ No doubt the 
allegory was not his, nor was it in his current of thought ; but if 
the aim of an artist be to explain his meaning clearly there is no 
fault to be found with Giotto, whose thoughts are expressed with 
the same diBtinctness as if thejr had been conveyed in rhyme or 
prose. 

These allegories are not less interesting; than the frescoes of the 
Upper Church of Assisi. They yield a clue to the progress which 
Giotto had made as he entered on the enjoyment of independent 
life. In the frescoes of the Upper Church of Assisi the laws of 
composition and distribution are saccessf ully developed. Dignity 
and grandeur are attained by a jodicions distcibation of space, 
and by an artful simpUcity of grouping. The painter always 
tells his story. Not a movement but suits the general action; 
not a figure of which the character is not befitting his quality 
and the part allotted to him in the scene ; not a personage whose 
stature is not well proportioned, whose form is not rendered with 
intelligence of the action, or of the nude. Even architecture^ and 
landscape, though still imperfect, are bo improYod as to exhibit at 
least greater truth, taste, and elegance of proportion, and a purer 
style in deooiatioii and ornament than of old. This alone would 

1 Rev. L, 18, 14, 16 ; iv., 6 ; v., 6 ; vi., 2, 4, 5, 8. 
' BimOBB, op. dL, ii., p. 67. 

* ' The udiiteetare, m ire have aoen, shows strong trices of Bomn Oosmatesque 
inflnenoc. 
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point to Giotto as the author of the latest of the series of frescoes 
in the Upper Church of Assisi. In the ceilings of the Lower 
Church, known and admitted to be by him, they are to be dis- 
cerned, in conjunction with a greater facility of hand and better 
study of nature than are found in eaxlier productions of the 
master. In one direction, indeed, the progress of Giotto was more 
remarkable than in any other. In the frescoes of the Upper 
Chnxch at Assisi his drawing is slightly hard, his figures are 
tall and slender, his colour cold in general tones, somewhat raw 
and ill blended. In the ceilings of the Lower Ghnroh the figoies 
are more litelike and in better proportuma The extremities are 
less defective. Exoessiye action gives way to a qnieter and tmer 
movement The outlines determine form with greater accuracy. 
The draperies are reduced to the simplest eKpiession by the 
rejection of every superfluous fold. A spacious mass of light and 
shade imparts to the form relief and rotundity. The system of 
colouring undergoes a considerable change, and whilst it gains in 
breadth of modelling and blending preserves great lightness and 
clearness. The general undertone* instead of being of a dark 
verde» is laid on in light grey. Over it warm colour, glazed with 
rosy and transparent tints, gives clearness to the flesh. The high 
h'ghts are carefully worked up and fused without altering the 
geueral breadth of tiie maiues* Giotto owed certain peculiarities 
of form to Cimabue.^ We noted how the latter substitttted long 
closed lids and an eUiptical iris to round staring eyes. In Giotto 
the progress of this reaction may be observed. As regards colour, 
Cimabue, with his clearer tones, seems to protest against the 
dark and sharply contrasted scale of colours of his predecessors. 
Giutto's flesh tones are also pale at times, but this is probably 
more apparent now than in Giotto's own day, because the light 
glazes which gave warmth and life to the surface have frequently 
been lost. In judging of Giotto's creations, it must never be 
forgotten that he is a painter of the thirteenth century, from 
whom it would be vain to expect the perfection of the sixteenth. 
His work, nevertheless, is so suggestive that we must again revert 
to an analysis of it : — 

* > We «• noftU* to say what pecuUaritiM of form Giotto owod to Gunabae. 
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In the fiist allegory Fdvevty is tepresentod hf Qiotto as a lean 
suffozw dresaed in a patched lohe, torn so as to ei^oee a breast^ of 
which the anatomy is &jrly lenderad. Long haai confined beneath a 
white diapeiy, bocmd lonnd the head with a yeUow and gold dnetme, 
incloses a lace worn by toil, but still smiling. St Ezands, In ecstasy, 
as he accepts the zing, admirably xendeis the poet's thoughts : — 

lor ooDMndiE • lor litta tembisntl 

Amore e maravigUa e dolce sguardo 
IteMh oner eigioii do' penaier' aanti." 

No painter has so well contrasted the sympaUietio form of an affectionate 
youth, snrtenderixig his dress to the poor, snd those of the riper man, 
richly dad bat of hard and vnlgai f eatnzes, who grins as he indecently 
gesticulates to mark his preference for mundane pleasures. Rigid 
decorum may olyect to the grossness of certain acticos, but decorum, 
was Tarionsly conceived in various ages, and even now is judged 
according to different standards by divers nations. Significance and 
clearness of intention were thus prominent qualities in Giotto, snd 
this is fully illustrated by the various movements and expressions of 
the men with scourges in the allegory of Chastity. It would have 
been difficult to express more kindliness or gentleness than Giotto 
gives to St. Francis welcoming the aspirants to the order. In the 
allegory of St. Francis in glory, ecstasy and triumph are delineated. 
Amongst the angels round the saint some are marked by the grand and 
masculine character peculiar tq. the school of Florence. In the other 
frescoes a softer character prevails. It was, however, from the former 
that the powerful characters of Ghirlandajo and Micliael Angelo were 
afterwards developed. The nude in all these frescoes is not as yet 
mastered as Giotto afterwards mastered it, hut it is carried out in 
accordance with the laws of proportion. The drawing and form arc 
subordinate to a general idea, and Giotto evidently cared more for the 
whole than for the parts. An arm, as he painted it, may still be 
wanting In tiie anatomy of the muscles, in the completeness of its 
details; it is never defective in the action of the limb itself.^ 

Giotto thus became at a very early period eminent as a com- 
poser, a designer, and a colouiisk A natural division occurred 
after his death. Some of his disdples clung to the more special 

* ^ Since Crowe and Cavalcaselle wrote, Giotto's power of rendering form haa 
beoosM a cominonpiUoe of tike eritico, Imt it hat nvnt been more Menrataly doSmd 
than in this laat paragra^ 
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aim of developing form» and in this were at first not very success- 
ful ; others chose colour, or relief ; others again made a searching 
atudy of acceaflories or detail. !Noiie took up art in all its ^ 
blanches where Giotto left it. His pupils had neither their 
master's genius nor his talent; and art declined in their hands, | 
because, as Leonardo said, they copied Giotto's pictures instead of ) 
studying Giotto's principles.^ 

Giotto was not confined at Assisi to the decorations of the 
Upper Church, or the painting of the ceilings of the Lower Church. 
He undertook to complete a series of scenes from the lives of 
Christ and SU Frands in the lower transept, which have not 
alwajB been accepted as his handiwork, but which are now 
admowledged as such hj an overwhelming consensus of opinion.* 

These frescoes cover the eastern and western walls of the right 

* See Lkona&do djl Yimgi, in Heaton and Black, op. cit., p. 124. 

* These fresooee IwTe been assigned by Bumohr to GtoruiDi da. Miluio, in 
accordanoe with a very arbitrary reading of YasarL It is quite true that the 
biographer says of Giovanni that in Assisi "he painted the tribune of the high 
altar, where he executed the Crucifixion, the Virgin, and Santa Chiara, and on the 
laces and sidea, scenea of the life of the Virgin " ; but the frescoes of the south 
tmu^ an «ridaiitly not those meant by Vasari, firstly, beeanse tha tribune of the 
high altar is not the transept, and secondly, because the subjects in the transept 
are different from those given by the biorrraphcr. RuMOHR (n.j, , ii., p. 87) contra- 
dicts the positive statement of Ghiberti (comm. 2. In Vasaiu, ed. Le Mounier, 
L, p. zriii.): " Dipinse (Giotto) nella chiesa di Asciesi quasi tutta la parte di aotto." 

* Wo hold that thsse fresooes were painted after tiioee in the Araia chapel at 
Padua. This view, irhieh is not shared by some modem critics, is based upon the 
following considerations: (1) In the frescoes in the Lower Church the architecture 
is better in scale and more Gothic in character than the architectural backgrounds 
in the Arena frescoes, in which we find some Byzantine features. In fact, the 
■rohiteotnre in some of the Asiisi fresooes, the Yisitation, for example, is in better 
state and better designed than that in the master's works at S. Cicce. (2) In most 
cases tlie Assisan frescoes show a distinct advance in composition. The two most 
notable examples of this advance are the Visitation, the Adoration of the Magi, the 
Massacre of the Innocents, and the Crucifixion, iu those fresooes, too, at Assisi, of 
which the composition is not sapsrior to that of the npresMktitlons of dmflar 
■olgects at Padua, the Assisan compositunis are more complex more ambitious, 
more fully developed. At Padua Giotto was content in some cases merely to follow 
the traditional recipes of the Byzantine manuals. But oven where the design is 
largely his own, the composition is crude in comparison with his best works at 
AmM, In the Lower Ohmreh we find notiiing of so eariy a character as the Christ 
driving the Moneychangers and Merchants ftcm tiie Temple. (8) In the harmony 
and beauty of their ooloor sehemcs these fresooes are markedly superior to those at 
Fadua. 
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transept in three courses, beginning at the top of the latter with 
the Birth of Christ and the Salutation, and continuing with the 
Adoration of the Magi, the Presentation in the Temple, and the 
Crucifixion. On the east face are, in similar order, the Flight into 
Egypt, the Massacre of the Innocents, Christ in the Temple, Christ 
taken home by his parents, the miracle of the resurrection of a 
child of the Spin! family, an effigy of St. Francis by the side of a 
skeleton of Death, and above the Innette of a door a half figure of 
the Saviour. All these subjects are divided from each other by 
painted axehitectuxal ornament^ interrupted by small figures of 
prophets, on gold ground, and miniature allegories. 

In the BirUi of the Saviour, which is very symmetrical, there is 
a feeling of quiet stillness which is charming. 

The Virgin smiles as she Hes on the couch holding tlie swaddled 
Infant in her arms ; a choir of angels sings in the air of the Imt, at the 
bottom of which the ox and the ass ruminate. Another choir hovera 
about the roof, which is cleft in the centre by a ray from heaven. An 
angel) flying down to the right, apprises two shepherds of the birtli of 
the Saviour, and the soft expression and swift motion of the messengers 
contrast admirably with the energetic attitude, the surprise of the 
shepherd, whose flock treads the foreground. St. Joseph, pensive as in 
old typical compositions, sits in the left-liand comer of the picture, with 
his head on his left hand. In the centre is the usual group of nunes 
preparing to wssh the In&nt. 

The improvement wrought in this composition is evident^ i£ we 
compare it with that of the Upper Church. 

The Salutation is a composition of the severest artistic metre, 
and of much religious feeling. 

In the Adoration I3ie Yiigin nti in fiont of a poitico^ guaided at each 
side by an angel, one of whom abeady holds the ofTering of the oldest 
of the Magi. One of the kings, kneeling, kiaaea the foot of the infant 
Saviour, whose tiny hand ia impoaed on hia head in token of bleaaing. 
To the left the aeoond king removea hia mantle, that he may more 
levetently appear in the aaeted preaence, whilat the other holds a cor- 
nucopia. Behind atand the anite and two camela.^ 

• * Thia freaoo hat been maoh rapeinted. 
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This subject is composed with natural simplicity. Religious 
decorum and repofle prevail in the weU-proportLoned and dignified 
figures. 

The Presentation in the Temple is a very animated composition 
in a beautiful groined interior, in which Simeon is represented 
looking up to heaven as he takes the Infant from the hands of 
Mary. The Crucifixion is a masterpiece of arrangement and 
poweiM expression.^ 

The figure of the Saviour on the cross is noble in shape and features ; 
and now for the first time we observe the final arrangement under which 
the laeft ol the Snffbm aw superposed, and both txansfixed ivith a single 
naSL 

Tbfi angab about the eiOBs still vehemently expises their grief, some 
holding their cheeks, others tearing the tunics from their breasts. One 
feeeiTes in a cap the blood ^m the lanoe iroimd; at the foot of the 
crass the Magdalen; at its left side, St. John and the Msijb supporting 
the swooning Viigin; to the nfjtii, St. Fnmds and other monks of the 
Older, and a moie distant group of figures complete the picture. In the 
Saviour absence of contortion or grimace, bleeding wounds avoided, in 
the general outline of the forms great simplicity and flexibility make the 
figure a startling contrast with previous attempts to reproduce this 
subject St. John, looking up, wrings his hands in grief. A female 
behind him shows her despair bj throwing back hn arms and shoulders. 
A second, still more in rear, makes a gesture of surprise. Consunmiate 
skill is displayed in expressing varioiw phases of grief or passion. The 
senseless Virgin is raised up under the arm by one of the Marys, and 
supported by the two others at each side of her. The group is full of 
truthful nature. Amongst the bystanders on the right, two reasoning 
with each other, one tearing his beard, others angry and turning away, 
express the variety of the feelings which animate their souls. With 
this, grand lines of composition, rehgious fervour, and features of a 
noble type, combine to fetter our attention. 

The Flight into Egypt is simply arranged. St. Joseph, with a 

* * Signor PAlmarini, in his L'ArU di Oiotio (f lorence, 1901), compares Giotto's 
OMfiiiMiwithlhatttf DoMioit SiMiatotfae advn In it he 

flmnplafas ef Ctowe tad OavalotMlU'a exaggvnted pniae of this work of the 

master. It is curious to note that the authors, who both died before Signer 
Palmarini's book was written, had struck out of their text some of the laudatory 
sentences of which be and others have complained. 
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pilgrim's pole and gourd, leads the ass upon which the "Virgin rides, 
carrying the infant Saviour in the drapery of her mantle ; a youth 
pushes the ass along from behind, whilst an old woman follows with a 
load on her head. In the distance, castles and hills, and two angels 
guide the way. The figure of the Virgin is elegant and graceful, that of 
the old woman with tlie load classic and reminiscent of the antique. 
The religious feeling which Angelico intensified is again apparent, and 
we recognise in the correct form and action of the ass the univeisality of 
Giotto's genius. 

In the groups of the Massacre of the Innocents energy of action is 
combined with an absence of concentration. Of three women on the 
left, one weeps over the body of the child on her lap^ another kisses a 
little corpse, and a third rendi her clothes. In the fotegfomid to the 
right, a WQnmn fainting in the anni of a soldier oontnstB with another 
of these exeeutionera seising and threatening with his swoid an infant 
whose mother sttives to elude his grasp. In a tower Herod oidem the 
massacre.^ 

Wonder and dialike ate well depicted in the faces of the doctors 
disputing with the youthful Saviour in the middle of the temple. 

In the return, St. Joseph heeps a firm hold of tiie Saviour for fear he 
should escape. A migestio half-lenglih of the Bedeemer is in the 
yaulting of the door. 

To the light of this opening St Francis, fronting the spectator, 
pdnts to a crowned skeleton of Death, in which a deeper study 
of anatomy is revealed than has ever been conceded to Giotta 
It is evident, indeed, from this example alone that the master had 
a fair knowledge of the proportion and conformation of the 
human frame, of the bones and their articnlations. It may even 
be affirmed that he carried this study farther than artists of a 
later tima Luca Signorelli's skeletons in the Dnomo of Orvieto 
are in quick molaon, but the forms of the bones are sometimes 
exaggerated and false. Signorelli, therefore, great as he un- 
questionably appears, had, to a certain extent^ an ihcoirect 
language of art which contrasts with the true and simple one of 
Giotto^ his precursor. Giotto ably reproduced nude form, because 
he was scientifically acquainted with the position of the human 
bones and muscles. 

* ^ This fresco also hM been moch repainted. 



Digitized by Google 



a] FKESGOES IN THE LOWEB CfiUBCH, A8SISI 41 



The Miracle of the Resurrection of the Child of the Spini Family 
is the next subject of interest.^ 

To fhe left fliechfldJB seen ftdling, feet iipTTBidSfi^^ In the 

court below the body has been picked up by a friar, and, being laised up 
by him and restored to life, joins its hands in piayer. Near this couple 
a man and a woman look on with sniprise, and four other women kneel 
in close proximity. A friar, too, is on his knees in prayer. Anxiety, 
curiosity, and confidence may be traced in the faces of the women, who 
are all envebped in white draperies. One of these looks at the infant 
with anxious tendemesa. Her hands are joined in prayer. Around 
this first kneeling cinde, a second, of males, upright, in various attitudes, 
expresses thanksgiving in some, hope in others. Of those to the right 
of the princii)al group some are monks, one of whom looks up to 
heaven, and seems to perceive tlic form of St. Francis, accompanied 
by an angel, of which some traces remain. 

For just proportion, for aiiiple and spacious mabt^iis of drapery, 
and foreshortening of folds, there is no finer example than this in 
the early Florentine school.'^ The heads are veiled in mantles 
with elegance and art. Some of the profiles are full of expression. 
In the softness of some, or the masculine nature of others, as 
much versatility is shown as in the rendering of forms such as 
those of neck, breast, arms, and hands. Nor are the figures, 
though crowded, without relief to keep them in place: the 
quality which afterwards became so conspicuous in Masaccio is 
already apparent,^ and Giotto manifests a due sense of the 
; importance of aerial perspective. The colour is clear and light, 
: and blended with great dexterity. Drapery tints are well 

1 It is not long since the orgui loft, which concealed part of tiw {Minting, was 
removed. Of the four kneeling women on the left, one has lost her arms and bands, 
the second, turned towards the falling child, hag lost the left arm and shoulder. The 
back of the cliild restored to life is also abraded. The whole scene is laid in the 
■pM« in tnnkt of a QonTMit^ oat of whieh Am aMmlci appear to liavo iMoed. 

' A fragment from the border of the fresco, once No. 29 of Herr Ramboux'a 
collection at Cologne, and called by him in error " Sancta Paupertas/' is now in the 
Museum at Pesth (Premiere Salle, No. 30). Mr. Ramboux purchased it from Sig. 
Cavalier FrondinL It was a head in the rib ornament just above the fresco under 
notioe. Ydltd in wliiti round tlio ohin, this lutd liM • ilanw iatning fton tlie 
ornament in the hair. 

* ' Here again the authors insist upon Giotto's powcT of rendering form M the 
most prominent ^oali^ of his style. 
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harmonised. The outlines are firm, and the manipulatioii exhibits 
a marked advance upon that of the ceilings. 

Whether Giotto more than once visited Assisi is difficult to say; 
but these frescoes were without a doubt produced after the ceilings 
of the Lower Church. That he was already a master, and that he 
was aided by numerous assistants, is probable. It would be 
presumptuous to affirm which of his pupils helped him in this 
or that fresca It is sufficient to say that these works are only 
less yigorous and dramatic than those of the Arena at Padua» 
that they are stamped with the qualities of Giotto's earlier time^ 
and marked by a simplicity and reUgions feeling peculiar only to 
himself. Some uncertainty exists as to the time when Giotto 
completed the Yarioos series of frescoes which indicate his 
presence at Assist 

At Borne, to which he was invited, probaUy after painting the 
odlings of the Lower Church of San Francesco, he lived under the 
' protection of Boniface YIII, who prepared and successfully cele- 
brated the Jubilee of 1300. Shortly after the opening of this 
centenary, Boni&oe drew up a buU of indulgence, which he pub- 
lished in person from the window under the portico of San 
Giovanni Laterano^ then called the Mother of aU Basilicas, and 
he subsequently caused the sides of the portico to be decorated 
with frescoes in memory of the event Unfortunately, the edifice 
caught fire twice during the following half-century, and was after- 
wards modernised ; and in consequence, no doubt, <^ these disasters^ 
mere fragments of the frescoes were preserved, of which one on a 
pilaster to the right, inside the portal, represents the Pope in his 
tiara and robes giving the blessing, after the bull has been read 
by a clerk in presence of two cardinals. There are only parts of 
four figures now visible, and these are assigned to Giotto. It is 
curious, and some have thought suspicious, that the existence 
of these wall paintings should uot have been reported by any 
historian of authority. Even Vasari, it has been observed, omits 
to notice them. Yet they must have been visible in Vasari's time, 
since they are mentioned in a description of the Roman basilicas 
by Panvinius, who says they were in a fair state of preservation 
in the second half of the sixteenth century, and were then sup- 
posed to have been painted by Gimabue. Be this as it may, the 
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fngment in San Giovanni Laterano is dimmed by age, and injured 
by cracks and repaiuting, and it would be liazardous to assert as a 
fact that it was executed by Giotto, tbough the remains certainly 
point to an artist of the time of Boniface, and the manner, even 
now, appears not unworthy of the best of the early Florentine 
craftsmen.^ 

Vasari would lead us to believe that the Pope who asked Giotto 
to Borne was Benedict XL' But if the Jubilee fresco was really 
painted by Giotto, as we have supposed, he can scarcely have done 
so at the bidding of any other ponti£f than Boniface, who would 
naturally express a desire to commemorate a festival which brought 
two millions of pilgrims to tiie Eternal CSity. It is equally natural 
to assume that Bonify, informed of the successful decoration of 
Asdsi Giotto,' should have indulged the wish to make San 
Fietro equally attractive, and invited the master, previous to the 
opening of the Julnlee, to undertake the adornment of the basilica 
and its high altar. Historians who are silent as to the portico of 
San Giovanni Laterano— Ghiberti, Alberti, Albertini, Vasari— «re 
all ready to tell us that Giotto painted five scenes from the life 
of Christ in the choir, an altarpiece on the high altar, subjects 
from the Old and New Testaments in the aisle, an angel of colossal . 
stature above the organ of San Fietra They also state that he i 
made the portico bright with frescoes and a mosaic, in wluch the 
ship of St Peter was seen sailing in a storm, and St Peter himself 
was prevented from rinking by the Saviour.^ 

The crowd of pilgrims that thronged the old basilica doubtless 
admired the works of a painter whose like had not been seen since 
the days of the ancient Greeks, and, if it is possible to regret that 
old San Pietro should have perished to make place for the San 
Pietro of our day, it would be because with the time-honoured 
edifice there perished all the frescoes of the great Florentine master, 

* ^ There ie en eeily drawing of the oomplete fresco in the Ambroeiea libmy at 

Milan. » He writes Benedict IX. by mistake (i. 320). 

* ' We believe that Giotto passed sonio years in Rmiie in tlie closing ilf cade of 
the thirteenth century. We bold that his frescoes in the Upper Church at Assisi 
were peittted in the yean 180SI>-1808. 

* Leon BATTlflTA Albkrti in D» Fiebtra (12mo, Basil, 1540), p. 80; Yahaki, 
ed. Sanson!, i., pp. 384, 386; ALBERTINI (F.), Opusculum de Mirabilibiis Xove tt 
Ftt, Urb, Jtioma (8to, Eoine) ; QaiBSKTi, in Yababi, ed. Le Monnier, i., p. xviiL 
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and this in spite of the efforts of Pierino del Vaga, who, having a 
commission to paint where Giotto had painted before him, and 
seeing the masons prepare to demolish the old, preparatory to the 
erection of the new walls, gave orders to save a Madonna and 
other pieces, and place them in frames in the organ-loft. Unfor- 
tunately, the fragments were not put away or kept with the same 
veneration as that of San Giovanni Laterano, and no trace of them 
is now to be found.^ The altaipiece, which Ghiberti described as 
the ornament of San Pietro, was seen by Vasari in the sacristj, 
and in the sacristy of the canons we still see it now, the sole 
memento, besides the ruined mosaic of the ship of Peter, which 
remains of Giotto's practice during six years at Bome.^ 

It would seem that in the days ol Giotto the snperintendenoe 
of the basilica of San Pietro was exercised by a canon, and this 
canon, in the days of Pope Boniface, was Jacopo Gaetani Stefan- 
eschi, nephew of the pontiff and one of his first cardinals. Baldi- 
nncci prints a record which he saw in the archives of San Pietro, 
stating that the mosaic of the portico was executed by Giotto, at 
Cardinal StefonescM's request^ in 1298, at a cost of 2,220 florins^ 
that he paid the master 500 golden florins for the paintings in 
the choir, and 800 florins for the altaipiece.* 

The mosaic, which was moved fbnr times before bdng finally 
replaced under the poriaoo of San Pietro, in which it originally 
stood, represents Christ saving Peter from the waves, whilst in 
the badq^round the ship, manned by the apostles, struggles with 
the winds, all^rically repiesented as Euros, Notua^ and Boreas 
in the douda Other figures, fbur In number, look down from 
heaven on each side of the composition. Stefaneschi in prayer 
shows his head and shoulders in the ri^t-hand comer of the 
picture, whilst on the left an angler fishes in the water> The 

^ Vasari, ed. Le Monnier, x., p. 169. 

'■^ Ghib£rti, 2nd Com., in Vasari, ed. Le Monnier, i., p. xviii. 

* Balsikitooi (F.)i Op^n (Sto, ICilni, 1811), ir., p. 189. 

* The Necrologium in the Vatican Archives states that it was the XHOMkie of the 
Navicella that Cardinal Stefaneschi caused to be executed in 1298. 

* Albsbtini, u.s,f notices this mosaic as being then under the portico of 
St PM«r. It was tmnsfemd Aagut 24, 1817, with aaaiiteiiee of MiuoeUo 
Provenzale, to the wall above the stain. lIsiOOUo thsn nsst the figtm of the 
fisherman and the figures in tlie air. 

Urban YIIL caused this modaxc to be taken inside and above the high portal of 
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mosaic has been so extensively restored that it is difficult to fix 
the time of its execution or the hand which produced it. Still, 
when closely considered, a part representing the vessel and the 
crew has the character of a work of the close of the thirteenth 
century, and something of the manner of Giotto. A more certain 
and satisfactory example of his manner is the series of three 
panels, painted on both sides^ now in the sacristy of the canons 
of San Pietro, with three panels evidently forming part of the 
predella upon which the principal ones rested. This is no doubt 
the altarpiece of Cardinal Stefaneschi, the form of which may be 
assumed from the representation of it in miniature in the hand 
of a bishop kneeling before a nujestic figure of St Peter on the 
altarpiece itself. 

On one side is tiie Redeemer, in a bine mantle strewn with white 
flowen, adored hy Cardinal Stefanseehi in purple, an effigy of simple 
outline) and a choir of angels ranged in formal ranks aboTe each other, 
but neither devoid of leeliag nor of diveraity in ohamcter. The Saviour 
nta under a trefoil gaUfl^ in the upper curve of which is a half-figure of 
the Eternal, with the orb and keys, and a two-edged sword issuing fiom 
his month. In the trefoil, also, are two medallions of prophets. The 
Eternal wears a gold tunic and belt, and a blue mantle. In each pilaster, 
supporting the gable, a beautiful ornament is inteirupted at equal inter- 
vals by three figures of Saints and Evangelists.^ 

We are still struck by the tendency to express the superior mc^esty 
of Chiiat by a disproportionate increase of size, and the dread of his 

Sao P!«tro, June 12, 1S89. It wts npkeed by Innooent X., 1644-66, on the wall 

Above the stairs, where Paul V. had put it. 

Alexander VII., 1655-8, having finished the new portico, canspd the mosaic tO 
be taken down. It lay in danger of being consumed by time, till Clement X., 
1670-6, caused it to be redone lu the design of Lorenzo Bernini, by Orazio Manetti, 
who pat it up where it now is. 

The Saviour and St. Peter, the cardinal, and the two fignres of the winds have 
also been restored, wliilst the four saints above are obviously modern additions. 
The whole mosaic was engraved by Girolamo Mosciano (V abash, ed. Le Monnier, 
ix., p. S90). The original drawing of it» without the ilshonnanf was onoe in tfao 
collection of the Richardacoa. See An Aeenmt • , , nf Pktum My (Sto, 
I*ndou, 1722), p. 293. 

* There is a drawing of this sul^ect, by au early master, in Lord Pembroke's 
ooUeetion, at Wilton Hooae. flee Stbono, The Drawingt in A< CMIeeHon <^ 
Ztord Pembroke. 

^ This panel has suffered from cleaning, but not from restoring. Some heads, 
particulaily those of the uppermost angels, have lost colour by rubbing. 
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command by cold immobility united to symmetry of shape and propor- 
tions. The same idea of symmetiy is appaient in the angels. 

To the left is the Martyrdom of St^ Peter, to the right the 
Martyrdom of St PauL 

living and unmoved, St Peter is cracified with his head downwazds. 
The nude is lendeied with soiposmg intelligence, the parts being 
divided according to role, and the aztienktions and muscles being set 
in tiieir trae pkces^ Even the external outlines, shoving the flezilnlily 
of the flesh and its adherence to the muscles and joints^ the play of the 
parts about the neck and cbllaz4)one, aie analysed with predsioh. The 
only indication of suffering which Griotto ventuies upon is the contraction 
of the toes and muscles of the feet, nailed separately to a cross-board. 
A female, emulating the grief of the Magdalen, grasps the foot of the 
instrument of death, whilst behind and in front of her women wail over 
the tortuied saint in varied yet chastened attitudes. One of these 
females, seen from behind, throws back her arms with a motion whicli 
is often rc})eatcd in Giotto's pictures. On both sides, soldiers on foot 
and horseback are grouped around tlie principal figure. In rear of the 
women, to tlie left of the saint, one with the face of Nero holds a 
hammer in his hand. Two pyramidal towers form the background on 
each side, and above the cross two angels fly downwards to comfort the 
tortured saint. In the upper curve of the trefoil St. Peter, winged, 
kneels on a cloud carried to heaven by angels. In the point of the 
gable Abraham draws the sword to sacrifice Isaac. In the sides of the 
trefoil two medaiiiona of prophets, and in the pilasters the figures of 
saints. 

In the Martyrdom of St. Paul the saint kneels after decapi- 
tation. 

On the ground lies the nimbed head, whilst in front the executioner 
thrusts his sword into the scabbard. Pain and lamentation are well 
depicted in the faces of two women bending over the trunk of the 
fallen saint, and that of a man contemplating the consummation of 
the sacriiice. Groups of trumpeters and soldiers on each side with 
shicld.s, lances, and banners balance the composition. A man on the 
left looks up and sees two angels darting downward wringing their 
hands. St. Paul is carried in a cloud to heaven by two angels, and 
his mantle falls towards a man on a distant hill. 
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On fche back of these panels St. Peter sits on a throne, holding 
the keys and giving the blessing. He sits between two angelB and 
two adoring bishops with their attendant saints. 

The Inshop to ilie left of the thione is Jacopo Stefsneachi, xecom* 
mended by St. Geoige the patnm saint of San Gioigio-in^Yelabro^ of 
which the prelate was caidinaL He is also the donor of the altaipiece, 
of whieh he piesents a hexagonal model ahowiiig how the panels were 
originally ananged. To the li^t the second Inahop is nimbed, and 
kneels with a book in his hsnd, supported by a saint in a tich eodiesiss- 
tioal drew. 

Heie, again, St. Peter is superior in size to the saints and 
bishops at his sides. His figure is of imposing gravitiy, but the 
prelates are well and naturally portrayed.^ 

On the panels at each side are St. Andrew and St. John the 
Evangelist, St James and St Paul.' The predellas are three in 
number, and of these two are divided into five compartments 
each, in the first of which the Virgin and Child are enthroned 
between two angels — St Peter and St Andrew; in the second 
are five standing apostles ; in the third are busts of St Lawrence 
and two other saints. The three remaining predellas are gone, 
Maiy in this predella is sad and grave, as in older representation 
of the earlier ecclesiastical paintera, but the shape is well pro- 
portioned and the Virgin's mien is dignified. The infant G^ist 
sacks its fingers with a playful air.* This triptych alone proves 

^ The panel is dimmed by time and injured by a split. Some of the gesso has 
fallen out. The pilasters are ornamented with arabesques. In the medallion of 
the gible Is an angel with a book. The marble fonignniBd baa loet its ooloiir and 
under gesso. 

' In the medallions at the points of the gables are a prophet and an angel. The 
figure of St. John is damaged and blackened. St. James, holding a book and staff, 
is youthful and finely rendered. St. Paul carries the sword on liis shoulders ; botli 
this and tiie 8t James stand in niehes, and above fhem la a figure of a prophet 
holding a scroll. 

^ In the vestments of the Madonna the drapery is grand. Tlie angels, holding 
censers on each side, are in just motion. St, Peter, with his well-known head, 
short grey beard, and austere features, was seldom presented in better character. 
Kor in the other figures of apostles is Giotto wanting in variety or propriety. 
Though time has dealt unkindly with this series of Giotto's works, and parts have 
BulTered rlamage, no restoring has taken place, and the student can fully instroct 
himself as to the manner of the greatest of the early Florentine masters. 
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that Giotto was not only the reformer of the art of painting, but 
the founder of a school of colour, and that as a colourist he was 
as gr^at iu altarpieces as in fresco. The tone of the panels is of 
the same quality as that in the wall paintings of Assisi, being 
light, transparent, and warm; of a grey verde in the shadows, 
verging into warm ruddy semitones and well -blended lights of 
maaaive breadth. The draperies, in cleax bright keys, are softly 
hannoniotts, and cast with an eaae anperior to that of any previous 
example.^ 

Though we have it on the authority of Yaaari and Platina that 
Giotto painted scenes from the lives of the martyred Popes in 
one of the rooms adjacent to San Pietro,' none of his worka^ in 
addition to those already noticed in these pages, have been pre- 
served at Home. The mighty influence of his genius upon 
Boman artLsts, and especially upon Pietro Cavallini; the readi- 
ness mih which Cavallini adapted his style to that of Giotto, 
will not have been forgotten. Cardinal Stefaneschi, who em- 
pbyed the one, also protected the other; and the fresco of the 
apsia of San Giorgio in Velafaro^ with the mosaics of San Paolo- 
faori-le-Miira» stiU prove the influence which he wielded. 

The career of Giotto now becomes more intimately coimected 
with that of hia native atate; and leaving Borne, he revisited 
Tuscany at a very critical period of its Ustory.* 

After a long and frequenUy doubtful straggle, Florence had 
finally asserted her superiority in Italy, but a feud divided the 
city into two campa Corso Bonati led the party of the Neri, 
Yieri de' Cerchi that of the Bianchi, which numbered amongst ite 
[ partisans the immortal Bante. The poet had had occasion to 
/ cultivate Giotto's acquaintance at the Jubilee in Bome,^ and 

^ At Home Giotto painted, in the church of the Minerva, a crucihx in tempera, 
which perished; but in tiJs dinrdi a iroodoi onieifix is anigned, for no 
imaginable reason, to Giotto (Vasabi, ed. Le Monnier, i., p. 323; Ghiberti, 2iid 
Com., in Vasari, ed. Le Monnier, i., p. xix.). ' Vasari, xi., p. 309. 

• The Virgin Annunciate which Vasari describes in the Badia of Florence, is by 
Lorenzo Honaoo. It is now in tihe Aoedemy, No. 148. SeejMefea, pp. 299, 800. The 
picture of the high altar is lost (Yababi, ed. Sansoni, i., p. 378). ^ 

* Dante aaya hinuelf, in canto xviii. of the Inferno^ v. 28:—* 

" Come i Koman, per resercito molto, 
I/anno del ghibfeHeo, su per lo ponto 
Hanno a pasew la gentt modo tolto^" 
See aleo ViBAJii/ed. Le Monnief, i., p. 811. 
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during the short period which mtenrened between his return to 
Florence and his emhsasy to Pope Bonifoce YIH, this acquaintance 
might have matured into friendship. It was therefore ahont this , 
time, and no doabt previous to April, 1302, that GHM>tto laboured 
in the chapel of the Palace of the Podest^ or Baxgello of Florence, • 
and painted on one of the walls an incident illustrating the ^ 
memorable feud of the "Blacks" and ''Whites." Neither the 
lessons whidi the pictures of this chapel were intended to convey, 
nor the presence in one of tiiem of Dante, were sufficient to save 
tiie building from desecration. The beautiftd chapel of the 
Podest^, which appeared to Vasari to have no attraction superior 
to that derived from the paintings of Giotto, was divided into two 
stories bj the introduction of a false ceiling. The upper part be- 
came a prison, the lower a magazine, and some, at leasts of the 
walls were whitewashed. The false ceiling was subsequentiiy 
removed, the chapel was deaied, and the frescoes were recovered 
in an iiqured state. In the paintings of Giotto thus restored, 
every chaim of colour has disappeared. Nothing remains to 
please the eye. In many parts the compositions are mutilated, 
in others totally effaced; yet the design and the drawing are 
preserved, and are of incalculable value to the student of 
Giotto's manner.^ 

Constructed in the form of a rectangular oblong on an area of 936 
feet, and ornamented with a waggon roof, the chapel of the Podestk is 
entered through a door at one of the small ends, above which is a fresco 
of the Inferno. On the opposite side, the wall, liglitcd by a window, is 
adorned with a fresco of I'aradise. On the principal spaces at the sides 
there are incideuts from the lives of the Ivlagdalen and Mary of Egypt. 
The wall to the right of the entrance is pierced with two windows. 
That on &e left is divided into a ^ubliB oouna of four fEesooee^ 
oammeneing near tliA door, witii a scene from the life of St» Msiy of 
E^ypt^ and eontinuing with the commmiion of the aaint^ a scene from 
the life of Haiy Magdalen, and the l^oli me Tangeie. The onljiemains 
heie visible aie those of the Magdalen in part, and a portion of another 

^ The rescue of this intereeting work of art was achieved by Seymour Kirkup, 
Kr. Bfluiy Wild, and Hr. 0. Bani At tiiair tmpm^ Oav. BeoiiiKt dl Montalvo 
and Uw Haiqaia Ck BaOatl-NarU oidtnd tbat tha watoiat fa a ahoaUL ba azaouted 
ftt the charge of the Tuscan treasury. Tba hdgM of tba ehapal ia dxty fetfe, the 
araa about tbirtjf'Six by twenty-nz. 

II. — X 



Digitized by Coogle 



50 



GIOTTO 



[oh. 



figuxe lioldiiig a heart Ahm, in the nme oider, the MaijB at the 
eepalehiBi a euly eet now deetrojed, the xeeimectiQn of Laanu, and the 
Magdalen anointing the feet of Ghiiet All these compoeitionB eve 
divided hy a heantifol ornament, at the of which losenges oontein 

half figniee of angels. One of these, pouring water from a vase, is 
extremely gtaaefuL On the opposite side, light and left of the windows^ 
is a double course of single frescoes, representing fragments of the dance 
of the daughter of Herodias, the miracle of the merchant of Marseilles, 
and an episode now oblitexated. Between the two windows is a ssint 
of which we shall presently speak. In the sides of the windows are * 
escutcheons and roses ; and in the key of one, a head of the Saviour. 
The vaulted ceiling is divided into four parts, framed in the same 
ornament as the rest, interrupted by lozenges in which figures of angels, 
now almost gone, arc depicted. In the centre the Lamb stands on an 
altar supported by two hippogrifEa, and around it are the symbols of the 
four Evangelists.^ t 

The figure between the two windows on tbe wall to the right 
represents San Yenanzio with a book and a palm, whose identity 
is established by a cartello <hi which there is a prayer or invoca- 
tion to San Yenanzio, concluding with the date uoooxxx . . . 
(1337)." On a lower border are also the words : HOC ofob factum 

FUrr TIHFORB POTESTABIS ICAGKIFZGI IT POTKNTIS XHJnS DOMQTI ! 

hdbsmini di vasano cms camsbibbnsis hohobabius foustatis. 

It is important to note that the inscriptions above quoted apply 
to the figure of San Yenansio, the patron saint of Eidesmim di j 
Yaiano^ who was Fodest& of Florence in 1337,' and not to the 
frescoes on the remaining walls. There is abundant proof in the 
earliest historians of Florence^ that Giotto had been employed to 
paint tibie frescoes of the chapel of the Fodest&; and it is not ^ 
without interest to cite some authorities to that effect. The < 
earliest is Filippo '^Hllani's Ik origiM ckriiaiis FhrmHa, etc., a 
MS. of the fourteenth century which states that "Giotto painted 
himself, with the aid of mirrors, and his contemporary Bante in 
the aUarpiece of the chapel of the Podest^." The Italian version of 
the same MS., published in the beginning of the fifteenth century, ^ 

^ The ceiling was painted blue with gold stars, but is now white, the blue hATing 
fallen out. In one of the lozenges is still an angel holding a cenaer. 

* * FSdaammi «m podetti in the j«ar 1881» and it iru probahiy aibont this 
dftts, ahoitly after bk lettini from Kaplee, that Qjotfco painted this freooo. 
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omits all mention of the altarpiece, but, alluding to the frescoes 
on the walls, says: "Giotto painted himself, with the aid of 
mirrors, and his contemporary Dante Alighieri on the wall of the 
chapel of the Podest^L" The poet Antonio Piicci, bom at Florence 
in 1300, turned Villani's MS. into verse, calling it the Ceatiloguio. 
In this rhyme chronicle, published for the first time in the DelizU 
degli eruditi Toscani, Pucci alludes to Giotto*s portrait of Dante 
in the frescoes of the Cappella del Podest4,^ and says the poet was 
painted thexe as if in Paradise amongst the blessed (merite sante).' 

Gianozzo Manetti, in a Life of Dante^ written in the first years 
of the fifteenth century, says that Giotto painted Dante from life, 
and used the portrait in the frescoes of Santa Croce and the 
chapel of the Podest^ Ghiberti and Vasari both assign the 
latter, vithoat hesitation, to Giotto,' and Vasari spedally alludes 
to tiiem as containing Giotto's portraits of DantOi Bnmetto Latini, 
and Coiso DonatL* 

* In the following wotdf 

" Questo che veste di color sanguigno, 
Poflto segnente all« merite aa&te, 
Dipinse Giotto in figiira di Dente, 
Che di puole A si bell' ordignok 

**£ come per nell' abito benigno, 

Cosi nel mondo fu contutte quant© 
Quelle virtu, oh' onoran chi davante 
Le parte 0(m effetto neUo ecrigno. 

" Diritto paragon fa di scutenze : 

Ool InMeio muno aifbubm k Miittnn» 

• I • • • 

"Petfotto di liittant eqnl diplnto 
Ooii{ » ann Tite fti di eeme cintDb** 

* See the leprintB of this canto in the pamphlet, In Lode eU Dante, published for 
the celebntioB of the mdding of Bongi-Banalli, at HoreiMe, Jaanaiy 16<h, 1808. 

* Ohibssti, Oohl in Vasari, ed. Le Uonnier, i, pp. zix., 811. 

* Vasari's unconfirmed testimony in such a matter as this, relating to an early 
master, is not of much value. When, however, it is supported by the statements 
of meh eirlj writers tm VQippo Yillani, Antonio Pncei, Oianooo Manetta, and 
LovMuo Ghiberti, notUag abort of abeolate disproof oaa overthrow it 

* These lengthened quotations are necessary to establish the claim of Giotto to 
the execution of these frescoes, a claim contested by two very high authorities — 
Gaetano Milaneai and Luigi Passerini — in a report presented to the government at 
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The portrait of Dante by Giotto in Santa Croce was so well 
known in Vasari's time that when Michael Angelo's funeral 
seryioe wu celebrated in San Lorenso, and the church was hung 
with pictures illustrating Florentine art, one of the canvases 
represented Giotto holding a portrait of Dante on panel, after the 
original by him at Santa Croc&^ 

But this evidence is almost saperfiuouB for anyone aoqnainted 
with the style of Giotta 

In the fiitt soene wliich adoniB the side mXbt, Si Muy of E|gypt 
laiMb and nceives the blesniig of ^Kshop ZoshauB enthroned In a 
chnidL Fxsgments of fonr other figures stall remain.' In the Com- 
munion, the saint kneels before ZosimtUi who presents the host and the 

FlomiM OB th« oooarfon of tho oantoiitty of Ditite. TImm gentiemon sffirm Hut 

the frescoes are by another hand, for the following reasons. First, the portnut of 
Dante in the fresco is that of a man of twenty-five, and would, if this were so, have 
been painted in 1290, when Giotto was hardly fifteen years old ; second, Dante would 
nenr b»TO been repmented in a oontemporary freioo in company of Us ai<& enwiy, 
Oorto DoBsli ; third, Giotto's woiln, hsd they vmt ba«n in tlio ohspel, most hnvo 
perished in the fire which broke out in the Palazzo del Podesti^ on February 28th, 
1332, and at the expulsion of the Duke of Athens, the palace having required entire 
rebuilding in oonseq^uence in X345 ; fourth, beneath a figure kneeling in the fresco of 
the Buidise ii a aootoihMii with tiM snnf of Tadioe do* ftehi, Fodoitk of 
for the jow 1858-S. Tb aU fhaio leaMoa a abort and eondoaifo reply can be given. 
First, the portrait of Dante, before its restoring, was that of a man of thirty to 
thirty-fire years old; besides, if Giotto was born, as we have shown, in 1266, he 
would have been twenty-foor and not fifteen years old in 1290. Second, it is idle to 
anppoie tiiat Giotto oonld not roprooent Dante in company of Ooiao Donati, if the 
fresco were intended to commemorate a transient peace in 1301. Third, if the 
chapel of tho Podest'i had been destroyed with the Palazzo in the fire of 1332, how 
cornea the inscriptiou beneath the figure of San Veuanzio to be dated 1837? Fourth, 
the arms on the scutcheon are truly thoee of Tedice de' Fieschi repainted, &a anyone 
can see, over those of a praviooa potestk 
^ Yasaki, ed. Le Monnier, xii., p. 802. 

* The critics who have followed Milanesi in denying that the frescoes of the 
Bargello are by Giotto have added nothing of importance to his arjiniments. 
Milanesi's argument, in its second and revised form, is to be found in hia edition of 
Taaari (Yasabi, ed. Saasoni, pp. 418-422). Dr. Ingo Erann has flUly diseaflsed all 
the portraits of Dante in the MonatsberichU iiher Kunstvnssenchafl u. KuntthandM, 
Miinchen, 1901, fasc. 11, 12 ; and 1902, fasc. 1, 2, 9. After a patient and exhaustive 
examination of all the evidence on the subject of the authorship of the Bargello 
frescoes, the author concludes that these frescoes are by Giotto. See also Kbauss, 
Daa portrttiU Jkmte9, Berlin, B. Fanl, 1901. 

* Two headless figures with tapers stand nwr the bishop. To the right of the 
kneeling figure two h cads of angols aio still prcservod. Abovs SIS fsstigas of angola 
carrying a figure to heaven. 
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cnp. A figure on the right bears a taper. ^ In the " Koli me Tangeiei*' 
the upper part of the ^fagdalen, tlie lower part of the Saviour remain,' 
but from the movement of Mary's head and its longing glance the 
beauty of the whole picture may be judged. The power of expression 
conveyed in this single face is indeed remarkable. Though totally 
devoid of colour, there is an exquisite feeling in the outlines and in the 
movements of the features and neck.* Most of the composition of the 
Marys at the sepulchre remains in outline only.* A fine character and 
movement mark the Saviour in the Resurrection of Lazarus, whilst in 
the kneeling Mary and Martha life and animation are pleasingly con- 
veyed.^ The outlines of the Magdalen, prostrate before Christ, who 
iKto with Simoii and another, whOafe a aemnt brings in the meat, are all 
Hiat remain of tliaft eompositian. Heiod, a guest, and part of the 
dancing figure of Salom^ are the only pieoee azfeant of a subject, of 
whieh another and mora petfeet example by Qiotto may he aeen in the 
P^nma ehi^Ml alb Santa Giooe.* The Mnaole of the Mezohant of 
MiMaeillea looks better proaerved. It lUnstzatea the legend aooording 
to whieh a merehant of MaiseOleoy having aeen St Maiy M agdalen in a 
^moDf vowed to her that he woidd tuin Christian and visit the Holy 
Land if he should be blessed with offspring. On a joumey at sea, the 
merchant's wife gave birth to a child and immediately afterwards died* 
The hody was landed on a rocky island, and the merchant, having no 
means of feeding the babe^ left it with the corpse. Returning to the 
apot two years later, the merchant recovered the <duld, which he found 
miraculously preserved by the side of the corpse. In the fresco the 
wifo lies dead under a coverlet in the foreground ; at her feet the 
merchant on his knees, looking up to heaven; and close at hand five 
men, spectators of the scene, observe the child running away. In the 
distance a vessel xides at anchor, and a fragment of a figure appeals in 

* The flesh tone of the kneelmg female is gone, but the engraved lines of fkce, 
hands, and feet remain; whilst the rest of the figure is boldly laid in with a brush 
in red. It would seem, indeed, as if the lines had been engraved with a atyle 
nmning oyer a cartoon. 

' PHt of the sspoldire and distukt trees may still be asiii. 

* The moal fmpaiation of light verde is still visible. Hie fbnns are tnoed in 
red. The mantle, prepared in red, was gl&zed in blue. 

* The chief parts are gone, but the form of the angel on the sepulchre is beautiful 
and noble in attitude. Part of the landscape distance is still visible. 

* The figure of Lanms has vaniihed. At tho ani^e of tins oompontioii is an 
angel bearing a lance, beautifully designed in a lozenge ornament* 

* At the angle on this side, alao^ is a beaatifiU arehangel overeomiog the demon, 
drawn in a loxenge. 
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the act of benediction in the sky. The techxiical execution of this 
piece is not eqasl to its eonoeption. The remains are defective in 
drawing and opaqne in colour ; and it is possible that these defects may 
be due to a lestoier who was also the painter of the figuie of San 
Yenanzio. 

The Inferno, like the rest, is discoloured ; but many figures are 
seen, as tliey were sketched with red ou the wall and shadowed 
with a deeper tinge of the same colour. 

The colossal Lucifer stands in the centre of the space, exactiy in the 
fonn afterwards described by Dante in the Infemo} In his grasp two 
sinners; about his frame serpents, and bodies chained or clubbed by 
dftmon Si a centauii and. one holding his head in hia hand* 

This Lucifer and the fantastic groups about him display the 
varied nature of Giotto's studies. Yet, as in Dante the imagery 
is often literal and the contrasts are terrestrial, so in Giotto, who 
probably took the Dantesque idea from Dante himself, nothing 
more than a fantastic materialism is exhibited. In this, however, 
both poet and painter embodied the thought and traditions of 
older times * 

The Saviour in Glory, in the space opposite the Inferno, pre- 
sides over the array of the blessed. Little of the upper part has 
been preserved, but the lower affords matter for most interesting 
studies ; because, under the semblance of a paradise, Giotto 
obviously embodies pictorially the transient peace which Cardinal 
d'Acquasparta, in the name of his master Boniface VIII., imposed 
on the JFlorentines in the winter of 1301.^ 

^ h^tmi, outo zudT., «. 83 tad foi 

* The ooloar has faUm nitiunt affecting the polish of the plaster on which the 
outlines of the Lucifer are engraved. The rest of the forms are firmly lined and 
shadowed with reddish brown. The joinings of four great portions are still visible, 
on which it would seem that the oatlinee irare in part engraved and part painted 
wInJsfe tlM flMtcruM stinirat This part has bem la a great meuore pr ea eive d. 
The eolooring of the flesh and draperies, according to tiiA dd method. Is tiiat whieh 
has not resisted time, whitewash, and restoring. 

* Ammieato (Scipio), DelV Istorie FioufUine, etc (Florence, 1647), pp. 214, 215. 

* The Caidinal Katteo d'Acquaspaiia tvioa Tiaitsd IkniiM as a paawiatar, 
onoe in June, 1800, and again in Deosinfaar, 1801. It ma on tids asoraid ooeasum 
that his efforts met with some temporary and partial success. The Pope wrote that 
ho sent his enroy *'to seoond Charles' efforts (for peaoe), by oheoking dissension 
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Uniting the two principal groups at each side by two figures of 
angels, now in part obliterated, which stand guard over the lily of 
Florence,* he represents to the right of these, near the lower angle 
of the window, the standing figure of a prince, wearing over the long hair 
of the Frenchmen of the period a coroneted cap. This youth, of some- 
what disdainful glance but of majestic mien, with his arms folded in 
ample aleereB^' heads a piocession of standing figures, and seems too 
pioad to Imitote the kneeling postoie of one in maglstEate^ lobet In 
front of him.* The look and diMB of this joath leveal Ghailes of 
Yaknay called to Sloienoe^ and admitted as pacificator hy the nnwiUing 
Bloientinee. Behind him stand Dante Ali^^eii, Ccno Donali, Bnmetto 
Latini,^ and a fdaitli person whose features have heen lost Behind 
these again, other dignitaiies in yaiied attitudes; and in rows ahove 
them saints of both sexea, nimbed, eiownedi hsieheaded, or dipped; 
marked hy a graceful Taiietj of featnies and espcesaiont and full of life 
and natuie.* 

In the same order on the left side of the window, a cardinal of 
square and muscular build stands in prayer, evidently Matteo d'Acqulk 
spaita, in front of whom a magistrate of Florence kneels, with a 
dagger at his side^ and a shield of arms beneath him.^ Behind 

Acquasparta stands a group, headed by a row of three, the hindermost 
of whom is worthy of special remark as being not dissimilar from one 
in the frescoes of the Arena at Padua, genezally considered to be Giotto 
himself.^ 

HUOBgrt the oitizeiu and by convartiiig them to peace and charity." The Cardinal's 
liopes of Tiltimatfl and complete SQCoess were rudely dispelled by the affray of the 
Africo Bridge, which resulted in the deaths of Niccola de' Cerchi and of Corso 
L)onati's son Simone. The Pope's letter is in Potthast, BagMta FonL Bom., 
pi 2,00t. Pretoor YiUwi has given a fannhiona diierlplion of tiiMe eveati in Hat 
second Tolume of hia History of Florence. See the Snglish Edition, pp. 148-161. 
Professor Dkl Lungo's SulV Esilio di Dante (Florence, Le Monnier, 1881) may also 
ba consulted. * Now n&vrly painted in. ^ Part ol the fine has been loat. 
' Great part of the head of this figure is gone. 

* Dute, oflrtibily. The rest are conjeetiaed to be the penoos osmed. 

* These qaalitiea will be admitted after a close obeanatioD, for somo of the heads 
are in part damaged, whilst many are obliterated. 

* In a red cloak lined with white far. Spots of the original red still remaining. 
The head-dress is in part eiloced and part of the head gone. The face seems to have 
been broad, end the naao is short 

' The arms on the shield an hi a griat measoie oUitmted, bat am tiiose of 
Tedioe de' Fieschi repainted over an older scutcheon. 

* This figure, the most distant of a row of three, close to Cardinal Acquasp&rta, 
ia that of a man about twenty-five years of age, having a broad forehead over- 
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The head of Dante corresponds in every sense to the well- 
known mask which was taken after his death. The high forehead, 
the curved brow, and deep sunken eye, the hooked nose, classic 
mouth, and pointed chin, are all equally characteristic. But this, 
which was true when the head was first rescued from whitewash, 
is much less so now.^ The profile has been outlined afresh and 
spoiled. A portion of the eye and a part of the cheek has been 
supplied anew by the restorer. The bonnet is not only restored, 
but altered in colour and shape. The change wrought in it is so 
great that the art is no longer that of the time of Dante. 
Ungraceful beyond measure is the red cap with a hanging whitish 
bapr, of which the original colour appears to have been most 
unfortunately altered.* The change of colours, and the intro- 
duction of a seam fastening the hood to the rest of the cap, are 
the more unpardonable because there is evidence that Dante 
usually wore a red cap. The Florentine Domenico Michelino 
painted a posthumous likeness of the poet in 1465, which may 
now be seen in Santa Maria del Eiore, and he dressed Dante in a 
red hood and vest, and there is no leaaon to doubt that Michelino 
executed this likeness with the assistance of those which Giotto 

shadowed by a cap, out of which a few hairs are straggling. A yellowish dress 
iBfi»tciked«ttii6Beo]cl)7afliiwUdMntcoUar. His look is dinoted towMrds Dante en 

the opposite side of the window. At the Arena of Padua, in the Paradise, in tlta 
third rank of the blessed, and second from the left side of the picture, is a figure 
like this, but more aged. This figure at Padua is traditionally honoured as that of 
Giotto. This, however, and the similar one in the chapel of the palace of the 
Podcstit, hftTO no liksnsis to the portnit (so osUed) of tJie psintmr at Aasisi, bat 
more to that which, a centmy after his death, was ezeonted for Giotto's monnment 
in S. Maria del Fiore of Florence. 

^ To the late Mr. Seymour Kirkup is due the merit of liaviug taken an exact 
tracing of the head of Dante previous to the restoration. With this in hand it was 
possible to oompare the Nstoiation with the ongjuia], and deteot the diaoges. 
Mr. Kirkup's tracing has also been published by the Anmdel Society. 

This is obvious from a close inspection of the bag, and of the repainted red 
part. The scraper, in removing the whitewash, took out the colour of a portion at 
the back of the head and of the pendent part, which may now be seen gashed by 
the lasor ; bat here and then a isd spot 1^ ehanoe remains, even in the pendent 
portion, showing that the bonnst nas red all over. The seam which now unites tlift 
bag to the rest of the bonnet never existed before, and is a mere fancy of the restorer, 
who at the same time has falailied the outline by raising the point of the hood. 
When he repainted with red that portion which oomm the back uf the head he 
might ItaTO r^inted nith red also the pendent hood. 
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had executed in the chapel of the Podest^ and in the church of 
Santa Croce.^ 

Corso Donati, if it be the ambitious leader of the Neri who is 
here depicted, has a most characteristic head. His hands are 
joined in prayer, and part of the fingers remains. Half the face 
of Brunetto Latini is preserved. Like Corso, he wears a cap. 
Yet it is difficult to account for his presence in the position 
assigned to him, for though he was Dante's tutor, he was consigned 
by his pupil to the Inferno.^ 

A general charge of sameness has heen admitted against Giotto 
even hj some of his greatest admizexBk but in the fresco of the 
chapel of the Podestit this charge cannot be sustained Each 
form varies, yet hanoomses with the other. In the features the 
character of the person portrayed is distinctly revealed, and the 
figures of Dante, Corso, Brunetto, and Charles of Valois, are the 
best possible illustrations of the master's power of individnalisation. 

Nothing in the subject and arrangement of these frescoes but 
SQggests the date of 1301-2.^ It may be infemd that Dante 
would hardly have been introduced into a picture so conspicuously 
visible as this, had not the poet at the time been influential in 
Flovenoe. United by family ties to the Donati, being married to 
Gemma^ a dau^^ter of that honse^ and intimate with Forese and 
Fiocaxtia, the brother and sister of Corso, he was still by policy 
a parttaan of the Bianobi, and his inflnenoe did not suTTive their 
falL His exile and theirs dates horn April, 1302. Dante's age 
in the fresco corresponds with this date, and is that of a man of 
thirty-five.^ Hehadhiniself enjoyed the higliestQfliee of Elorenoe 
from June to August^ 1300. In the fresco he does not wear the 
dress of the ''priori," but be holds in the ranks of those near 
Charles of Yalois an honourable place. We may presume that 
the frescoes were executed previous to Dante's exile, and this 

^ Ab for the rest of the coetume, in which the poet was painted by Giotto, it 
consists of a white under cap, a red vest fastened at the neck with a lace, turned over 
on the bnast ftod nlievad §t the ohin by a strip of white collar. Beneath the vest at 
tlMboMBiagnmiiiMltreortippMiii Duto lioldi in hit Itfl band « book, uid in 
his right a stem with three pooNignuiitoi. 

* Dantk, Inferno, canto xv, , t>. 80 ; Balbo, Vita di DanU, pw 54. 

* Charles of Yalois entered Florence on November 1, 1301. 

* Danti wM bom in 1866. 



Digitized by Google 



68 



6I0TI0 



[cB. a 



view is confirmed by the technical and artistic progress which 
they reveal. They exhibit the master in a wider sphere ol 
development than at ABsm and Bome.^ 

* It is worthy of remark that many yean later, bat atill before the death of 
Giotto, a dMNt mm iMMd at nomioe, prohibiting any tiolor or oiiafail «f tlie people 
or "oomnne** from painting, or causing or alloiwiiig to be painted^ in any hoiiaa 

or place inhabited or used by such officers in the exercise of their duty, any picture ; 
and further ordering all such pictures, or statues, as manifestly existed, in contempt 
of this decree, to be destroyed, with the exception of soch as should represent the 
Btdmam and tiia Virgin, or nioh aa ahoiiM w p ww at a victory, or the capture of 
a city to the advantage of the Florentines. GHotto'a pictures in the chapel of the 
Podcsti were saved, no doubt, nnder one of these exceptions; but it would be curious, 
were a list to be found of pictures or statues destroyed under this decree, which is 
dated 1829. See the original in Gatk, CarUggio Inediio^ torn, i., p. 473. 
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CHAPTER III 

GIOTTO AT PADUA 

THE well-known story of the O has been told by Vasari to 
illustrate the cause of Giotto's visit to Rome. The gist of it 
is that Benedict IX. of Treviso, having resolved to test Giotto's 
ability, sent a messenger to Florence to make the necessary 
iDqiiizfes. The messenger, having introduced himself as the 
envoy of the Pope, explained the intentions of his master, and 
asked for a specimen of the painter's skill. Giotto took a sheet 
of paper and a brush dipped in red, and, pressing his elbow to his 
side, described with one sweep of his arm a perfect circle. The 
Pope, to whom this specimen of Giotto's art was shown, accepted 
it as evidence of extraordinary devemess, and the stoiy, repeated 
from month to mouth, became the foundation of a pun on the 
word tondo; for it became proverbial to say of men of dull 
or coarse character that they were rounder than the O of Giotto.^ 
Vasari prefaces this anecdote by saying that Benediet was led to 
make these inquiries because the fame of Giotto's illustrations 
to the life of Job in the Gampo Santo of Pisa had reached him. 
We may accept the broad features of this story as genuine 
without blaming Vasari too severely for his ignorance of lustoiy. 
We know that Benedict IX. liTcd two and a half oentnries before 
Qiotta We also know that Benedict XL only ascended the 
papal throne after Giotto had been at Bome, and we shall refer 
the anecdote of the O to the period when Benedict XTT, held his 
court at Avignon. The Job of the Campo Santo, we may have 
occasion to note^ was the work of a later painter than Giotta 
In 1301 Enrico Scrovegno, a rich citizen of Padua^ was raised 

^ YAiAiU, ed. Sanaoui, i., p. 383. 
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to the rank of a noble by the republic of Venice, and devoted 
Bome portion of his wealth to the erectioa of a chapel which was 
oompleted in 1303 and dedicated to die annunciate Virgin.^ The 
painter employed to adorn its walls was Giotto, whose stay in 
Padua we are able to establish in 1306,' about which time there 
is evidence to show that Dante was on a visit to the city also. 
It might be difficult to prove that Giotto was employed by 
Sorovegno to erect as well as to decorate the chapel; but the 
perfect manner in which the interior is adapted to its pictorial 
adornment snggeBta and might joBtify that assumption. The fine 
aeriBB of pictnree which covers the walls of the Arena chapel is 
80 much in the spirit of GhriBttan thonghti so dramatic in the 
force with which the petares are deaignedt yet so simj^ in 
form, that flieir meaning must be i^paxent to the least gifted 
of mankind. They reveal In Giotto, yonng as he then was, an 
intimate aeqnaintanoe witii the cfaaxacter, the types, and the 
passions of men.* They are conceived and distributed according 
to the highest maxims of art, and presuppose uncommon taste 
united to remarkable tedmloal powers. 

Erected In the form of a single vaulted rectangle, with a choir 
merely separated from the body of the diapel by an arch, the 

^ Benventjto da Imola in Mttratori, Aniiq. ItaL, i., p. 1186 ; Pietro 
B&ANDOLSSE, IHUure, ciCf di Padova (8vo, Padua, 1705)| p. 213 ; Amonimo, ed. 
Hoidli (Bunao, 1800, 8vo), pp. 28, 146 1 SoAUMMini, B. EUL Arfowi, vi., p. 878, 
p. III. Thes. aiMquUcttum, J. O. Gbjbyii (Lugd. Batav., 4to, 17S8). A record 
proves tliat the consecration took plaoe only in 1805. Vid$ Sutatioq, SoriUi 
(Florence, 1859), p. 284. 

"Dantino, quondam aligerii de Florentia nunc stat Padua in contrata Sancti 
iMimtli," mss% % {ROdio TMOid of 1808 paUUhod ia AMb Zdtkr. (FIoniioo, 1748), 
p. 861, quoted in Balbo, Vita di Dante. 

Yasari affirms that Clement V. asked Giotto to accompany him to Avignon 
(Vasabx, i., p. 828). The story of this journey we shall prove to be deserving of no 
credit. Betides, in 1806 Giotto wma at Padua, and though many paintings exist in 
Avignon in Um ontiiednl tad pnpal piIiMb thqr im not bjOiotto» bat \iy ffimone 
Martini of Siena, as may be more fully provod liomfla'. 

♦ ^ The evidence as to the exact date of these frescoes is by no means conclusive. 
It is certain that the oonatruction of the chapel was begun in 1808, and that the 
building wao oomieMtod hi 1806 ; bnt it ia not known certainly whoHur it ma 
pointed bofteo or nilar ito oouaonlioii. The probftbHiij ii tiiat fho dooomtkm of 
the church was subsequent to the consecration. See LisiNi, ilToMrie <K Dwdo 
fUtore, Bulhtino Senese di Storia, anno v., 1898, fasc. i«, p. 48. 

* "Adhuc satis juvenis," says Benvenuto da Imola. 
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building is lighted by six windows piercing the side to the right 
of the portaL Giotto arranged the subjects in obedience to 
traditional rules, but with a clear sense of their mutual value. 
On the wall above the entrance is the Last Tudsrment; on the 
arch leading into the sanctuary, the Saviour in Giory griarded by 
angels ; beneath, the Annunciation ; and in a triple course along 
the walls thirty-eight scenes of the life of the Virgin and Christ. 
These subjects are inclosed in a beautiful painted ornament, 
interrupted at intervals by framings containing subjects from the 
Old and New Testaments. All rest on a painted marble cornice 
supported on bittckets and pilasters, in the intervals of which 
fourteen 6gure8 in monochrome represent the virtues and the 
ynooB, As in the chapel of the Podest^ so at the Scrovegni, 
the waggon roof is spanned by two feigned arches. The field of 
the vault is bine and starred, adorned in the centres with 
medallions of the Saviour and the Virgin, and, on the sides, 
with eight medallions of prophets. By this division of subject 
and of ornament an admirable harmony is created. The f ei^ied 
cornice and bas-relie& illustrate the ability with which Giotto 
combined architecture with scolptaie and painting ; whilst in the 
style ol the ornaments themselves the most exquisite taste and a 
dne subordination of parts are oombined. We are at once stmdk, 
as we enter, by the giandear ol one great episode— that of the 
Savioar in Oloiy. Beneath him, as we have seen, the Annunoia- 
tion; on the wall, at one side, the Salutation, and, fioittg it on 
the other sidOb Christ betrayed hy Judas, prefigure the birUi and 
death of the Bedeemer, The inoidents of the lives of Mary 
and of Christ follow in rapid suooesslon on the side walls. 
Facing each other on the marble skirting, the virtues and 
antagonistio vices are pitted against eaeh other. At the lowest 
part of the aich, leading into the choir, two interiors, in each of 
which there is a burning lantern, symbolise the Ught winch 
goides man to virtue and the lig^t which saves from vice. The 
practice of all the virtues leads to Paradise; accordingly, Hope 
is appropriately turned towards that part of the lest Judgment 
whidi comprises the happy. The pursuit of vice leads to tiie 
everlasting abyss ; and Despair is seen drawn by a devil towards 
the everlasting fire of the lulerno. 
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From the earliest centuries peculiar attention had been directed 

to the distribution of certain classes of subject in sacred edifices. 
At Ravenna the majesty of the Saviour is fitly honoured in the 

apsis of basilicas. At Sant' Aiigelo in Formis the Redeemer stands 
in glory in the choir, and the Gospels are illustrated in the nave. 
The prophets are displayed beneath, and the Ln&l Judgment 
above, the portal. At S. ^laria Pomposa, where a modern hand 
has painted anew scenes from the Old and New Testament and 
from Revelation, the latter are placed on the arches of the aisle. 
In San Francesco of Assisi the incidents of the life of St. Francis, 
to whom the church is dedicated, are painted beneath those of the 
Old and New Testament. At the Scrovegni of Padua the place 
of honour in the chapel devoted to the Virgin annunciate is still 
reserved to the figure of the Redeemer, about which the gospel 
pictures are concentrated as already observed. 

If we direct our attention to the order in which the episodes of 
the proto-evangelion and New Testament are placed, we shall find 
the first story told in the upper course of the side wall, to the 
right of the Saviour in Glory. The numbers then run round the 
building, and the thirty-eighth fresco is the lowest of the last 
course, by the side of the arch of the sanctuary, and to the left 
of the Saviour in Glory. It would ill suit the purpose of these 
pages to attempt a minute description of all these works in 
succession. An index, with such remarks as may be necessary 
to explain the actual condition of each fresco, will, however, be 
useful. Those subjects which deserve a more special notice may 
be dealt with at greater length afterwards. 7he seiieB begms 
with: — 

No. 1. The Bejeetum of Joaehim'B Oflfering. A weU-pzeserred ftwso, 
Na 2. Joechim retires to the Sheepfold. fine and grand are the 
figares of the old man with two shepherds watching the flock. 

Ko. 3. The Angel appeazs to Anna. A weU-pxeeerred aulgeot It 
nMj he noted that in the moTsment of an old servant spumingi at one 
side of the pictare, the painter has not merely reproduced a meet natural 
action, but that he delineates aa well aa diaoema the difforenoe of qualiftj 
between the types of Tarious daeaes of people. 

No» 4. The Saorifioe of Joachim. A middling oompoeition* 

No. 5. The Yision of Joachim. The angel appearing is here veiy 
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fine and natural in moYement. The attitude of Joachim is well chosen 
and ably rendered. 

No. 6. Tile Meeting at the Golden Gate. 

No. 7. The Birth of the Virgin. The sky abraded or bleached. 
No. S. The Presentation of the Virgin. A fine and well-preserved 
subject 

Ko. 9. The Bods aie brought to the High Priest St Joseph, nimbed, 
is o£ a weU4eiiied ehancter. Hm fresco ie in a good state. 

JXa, 10. The Wakhing of the Bods. In good comditkm. 

No. 11. The Betrothal of the Viigin. The Uues of dzaperies have 
all dieappeaied. 

12. The Tiigm'9 Betoxn Home. A veiy fine eompoaituni, bat 
mmsk damaged by time. The youths pseceding the bridal pair and 
oonndiqg trumpets have eepeeiaUy sufiiBied. 

Na 13. The Angel of the Annunciation, kneeling. 

Ko. 14. The Viigin of the Amnmciation, kneeling, This figure is 
agreeable and beautiful in movement and features, the face full of a 
serene and grave majesty. 

No. 15. The Salutation is marked by much affectionate feeling* 

No. 16. The Birth of Christ. 

No. 17. The Offering of the Wise Men. A fine composition, in 
which the feeling, afterwards deyeloped by Fra Angelico, may be 
noticed. The arrangement is the same as in the south transept of the 
Lower Church of Assisi. Again the blue of the Virgin's drees has 
vanished, and the red preparation alone appears. 

No. 18. The Saviour before Simeon — the Warning. The angel is 
very fine, and the composition able. The blue draperies are obliterated. 

No. 1 9. The Flight into Egypt. The affectionate action of the Virgin 
as she holds the infant Saviour, the admirable manner in which the two 
figures are grouped, are as remarkable as in the similar composition at 
Assist They also recall the bas-relief cut by Giovanni Pisano on the 
pulpit of Pisa. But here a beautiful angel leads the way. The blue 
draperies are rubbed off, and the red underground visible. 

No. 20. The Massacre of the Innocents. This composition is scattered 
and less able than that of Assisi. The forms of the children are by no 
means fine, but the action is still very animated. The blues as usual 
have vanislied. 

No. 21. CShiist smong the Doctors. This freacp has been greatly 
altered, and is Uackened by damp. The colonn aie in part gone, and 
where they remain are raw and unpleasant. 
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No. 22. The Baptism of Christ. 

No. 23. The Marriage ia Cana. This subject is preserved, and a few 
spots only disfigure the blues. We may note the classic fonns of the 
Tsses. 

No. 24. The Baisnig ol Ltaunu. 

No. 25. The Entnnee into J«nual«nL Much damaged, paiticnlarly 
in the Uuee of diapery and sky. Two or thiee heads aie quite gone. 

No. 26. Gfaiist Expelling the Phaiisees from the Temple. The com- 
positioii does not lack beau^, hat the Yolgarity of certain heads is 
lemarkaUe. 

No. 27. The Hiring of Judas. A demon hehind the tnttor gnsps 
his shoulder. 

No. 28. The Last Supper. The Une draperies have all disappeared, 
and the nimbosesi with the exception of that of the Sayioor, have 

become black. 

Now 29. Christ Washing the Feet of the Disciples. This is by no 
means one ol the finest of the seriesi and the ezeeution is rade. The 

draperies, as usual, gone. 

No. 30. The Kiss of Judas. Rude, but the colour of the lower 
parts of the figures has fallen, laying bare the under preparation. 

No. 31. Christ before Caiaphas. Middling composition and rudely 
carried out. The red preparation for blues visible. 

No. 32. Christ Scourged. A poor composition, ill rendered. The 
Saviour is stiff, motionless, and gazing. 

No. 33. Christ bearing his Cross. Giotto is not free from the 
reproach of embodying the somewhat trivial idea of weariness in the 
Saviour because of the great weight of his cross. The expression of 
the Virgin is more masculine than is necessary. The draperies are in 
general damaged, and the figures in the background have suffered a 
great deal. 

No. 34. The Crucifixion, 

No. 35. The Pieta. 

No. 36. The Noli me Tangere. 

No. 37* The Ascension. This is a fine composition, in whidi the 
painter really conveys the idea of a form in motion, and a great advance 
is made upon the primitive representation of the same subject in the 
Upper Church of AssisL Whilst there the Saviour's form is partly 
concealed, here he is completely visible rising on a dond, sonounded 
by a choir of angels. Below him are the f^MMtles. 

No. 38. The Descent of the Holy Spirit 
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It will be remarked that in this series of sacred history the 
upper course of frescoes is much better preserved, and more 
bright in colour, than the lower course. 

Giotto has had to depict the birth of the Virgin as well as that 
of the Saviour. In the first he brings some of the usual graceful 
inddentB together in a very charming way; in the second the 
moment is choaen when the Infant is given by its Mother to 
an attendant 

Two splendid figures in ooaTene on one side ol the Fkesent^- 
tion in the Temple give quite a superior attraction to that noble 
pictore. 

The high priest in his loggia aocepting the biancfa in the 
Presentation of the Bods (No. 9} is one of the most admirable of 
Giotto's stadies of ezpresdon. 

Feebler, yet still very fine» the Watching of the Bods remains 
impressed on the memory because of the grandeur of some of 
the kneeling figures of worshippers. 

Giotto, in representing the episode of the Saviour's baptism, 
did not venture to alter a composition which had been repeated 
without change since the seventh century. The Saviour stands in 
a hole, St. John on the right, accompanied by two followers, 
pours water from a cup, whilst, on the left, two angels hold 
the Redeemer's vestments. 

The Marriage of Cana is comparatively coarse in arrangement, 
and probably altogether a school fresco. 

The Kaising of Lazarus shows how literally the Bible text was 
followed by Giotto. The body and legs are twined in a sheet, 
as described in Scripture. Swaddled and incapable of motion, 
Lazarus is placed erect on the right receiving the blessing of the 
Saviour, before whom, to the left, Martha and Mary kneel in 
attitudes and with action highly expressive of confidence and 
hope. Surprise and thanksgiving are displayed in the features 
of the bystanders. The composition is superior to the execution 
in many parts, which were evidently executed by assistants.* 

Though dramatically treated, the Crucifixion at Padua is less 

* Two figures on the right of the foregroand are replacing the cover of the 

n. — p 
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successfully presented than that of the Lower Church of Assisl* 
The proportions of the Saviour are correct, the form well choeen, 
and the expression dignified and gentle, but pain is visible in the 
features, and though we have parted with the hideous contortions 
of past ages to resume the old form of serenity, the hands are 
still a little contracted. The head is inclined in the direction of 
the Virgin, who faints in the arms of the holy women and St. John 
Evangelist. The group, however, is distinguished by force rather 
than by feeling ; and this may be noted as a general feature in the 
bmcoes of the Scrovegni chapel, where Florentine gravity more 
ooDitaatlj pxmils than it does at AsaisL The Virgin is but an 
ordinary woman in a swoon, but the angel, uccel divino," whom 
Dante so beautifully desciibei, tean bis white drew and baxea hia 
breast with extraordinary energy. 

A better expreedciii of the majesty and dignity of the Savioar 
is to be found in the crucifix painted by Giotto for the Scrovegni 
chapel, bat now in the gallery of Padua. The head there is full 
of repose and resignation, and renders the purely Christian idea of 
the Saviour who perished lor the sins of the world better than 
any that has been hitherto noticed. Yet even here force, enexgy, 
and thought are displayed rather than pure religious feeling. 
Giotto painted many eraoifizeB» and an authentie reoord eziata of 
one whkh he exeeuted in the early part of the oentury for the 
ohuich of Santa Maria Kovella at Ilorenoe. In his will, dated 
the fifteenth of June, 1812, Bieeueoio quondam Pucci, of the 
quarter of Santa Maxia Kovdla, left a Ugaoy of five pounds in 
small florins for the purohase of oil to feed a lamp^ all the year 
round, befbre the erueifix painted in the church of the Dominicans 
by *'egregium pictorem nomine Giottum Bucndonis, qui est de 
^to populo Sancte Marie Novella" The same lEUocuodo left 
twenty pounds as a legacy to the Dominicans of Frato for a lamp 
to buni before a picture by Qiotto in the church of their convent* 
The crucifix now in Santa Maria Novella at Florence, though it 
has been assigned to Giotto, is too obviously by one under the 
influence of old defective models to be genuine. It has something 

* ^ We h*Te already noted that in several respects the Paduan frescoes reveal a 
less developed sl^Ie than those in the right transept of the Lower Chorcb at Aasiid. 

* See Vasari, ed. Le Mounier, i., p. 329, note i. 
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Giottesque in the attitude, and may be by Poeoio Oapanna, though 
this is by no means oertain.^ But in San Marco and in the Gkmdi 
Dim ehapel of the Fiati Umiliati in Ogmflsanti at Stoence^ t^o 
crneifizeB, evidently by Giotto^ exist whilat a thitd, in San Fdioe^ 
may be placed* tboa|^ vith less certainty, in the same class. 
These works embody a snbjeot which was the test and touchstone 1 
of the genius of tiie Ghnstian painter in the fourteenth oentnry. 
Thqr display the talents of Giotto at the opposite pole from that 
of the patnteis who immediately preceded him. It would seem 
that after a snies <rf eflbrts, which lasted for centiines» Giotto \ 
strnck out the noblest and fittest idesl of the Saviour on the ' 
cross. That it was difficolt to create a better one is proved by ) 
the sequel of Florentine art history* Not one of Giotto's pupils 
improved the type of which he became the fbmider. Angelico 
alone, after him, was able to realise the feeling of angelic resigna- 
tion; bat in doing this he sacrificed the eneigetic reality which 
ehacacterised the age of Dante, and substitiited for the more 
natural type of Giotto one more becoming the essentially religious 
feeling of a genuine monk. The cmcifiiion of Angelico in the { 
monastery of San Marco may be taken as the best illustration of \ 
this truth. 

The early conception of the Saviour, erect and alive on the 
cross, is undoubtedly superior to that of the dead and suffering 
Christ which later Pisan, Lucchese, and Aretine artists painted. 
Giotto alters and improves the position of the figure, which he 
represents almost erect though lifeless, and with the head softly 
inclined. The proportions which he assigns to the frame are the 
most correct that can be found ; but his triumph is the regenera- 
tion of the type. In the calm repose of a noble frame anatomi- 

' Vaaari mentions a crucifix in Santa Maria Novella partly by Puccio Capanna. 
If the eiiieifiz now in Ssiite Maria NovdJa be that to which Vaani allwlM, it may 
be by PaociOk whose style is not known; but fhe design ia certainly not Giotto's 
(Vabari, ed. Sansoni, i., p. 394). 

♦ * Many modern connoisseurs deny that these works are by Giotto himself. It 
appears to the editors that the crucifix in San Marco is nearer to the style of the 
maater than that at the Ogniaianti. But llio editoia do not logHd dtlier emoillz 
as a work of Giotto himself. There is another crucifix of the fdiool of Giotto in 
the Mtiaeod«U'Opendi&OHMa[No.8> Thaae works cana pniiapo ficom Oiotto^a 
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cally realized in muscle and articulation, he renders sofifering 
without contortioii, and rivets attention by perfect harmony of 
lines. There is no material display of muscular form, no uselm 
exhibition of ribs and tendons as in the aciilptufe of the Pisans. 
The perfection of form which the old mosaists presented is no 
doubt unattained, but the zeeult is an ideal certainly in aocordance 
with Christian feeling. 

One peculiarity of the crucifixes of the fourteenth century is 
the disappearance of the side panels, which may be noticed in the 
crucifix of Giotto at San Marco of Florence. 

At the extremittes of the arms aie the busts of the Yiigin and St, 
John hi deaohtu ML Abore the Sayfoui^s head a pelican stripe its 
breast, whibt at the foot of the oroes a death's head with a small figure 

in prayer typifies Adam. 

The cracifix in tiie GUmdi Dini chapel at Ognisaanti Is sonnounted by 
a medallion fignxe of the Saviour in the act of benedietion and holding 
the book. The youthful head, with its abundant locka^ is of a fine 
contour, and regular and dignified in type. The cahn features of the 
eruoifiAd Bedeemer, on the other hand, contrast with ^ agitated look 
of the Virgin and St. John at the extremity of the horizontal limbs. 
Again, the position of the crucified body, the lines of the frame are less 
simple in direction and curve than those preyiously noticed ; the anatomy 
is more studied; more su£fering is expressed in the head, and the hips 
are of more than usual breadth; the feet are nailed over each other; 
and some contraction in the hands indicates pain. Nor is the subordina- 
tion of the parts as well maintained as might be desired ; but the general 
outline is the most perfect as yet rendered by Giotto.^ 

In the crucifix of San Felice at Florence, which presents the 
character, type, and outline of those of Giotto, a certain progress in 
the art of moulding out the articulations with studied anatomy is 
noticeable. The Virgin, and St. John resting his head on his hand, 
both in desolation at the extremities of the horizontal limb, are very 
expressive figures. The liglits and shades are well managed throughout, 
but the execution is an advance upon the age of Giotto. Yet it would 
puzzle us to say which of his pupils, supposing Giotto not to be the 
author, could attain to bu<^ perfection, 

* In the crucifix of San Marco the flesh t«ne is light and clear. In that of 
Ognisaanti the light and harmonious colour is a little livid, as if Giotto intended 
to give the idea of a dead body. See Vasa&i, ed. Sansooi, i., p. 894. 
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Returning from this digression we resume the ezaxoinatiou of 
the frescoes in the Scrovegni chapel at Padua. 

In the Piet^, Giotto not only produced one of the finest [ 
arrangements in the edifice, but one almost equal to the best i 
oompoaition that he ever created. 

The gradual txauBfomation of thU sulgeetk from its typical foim in 
the aide of the Upper Chuich of Aoosi to one aune aitiBtie in the 
pieaent aeiiefl^ is meet interesting to study. At Assiri the Satiottr lies 
stretched on the veKge of the foiegtound. The Vizgin, the Maiys, and 

the Evangelist aie placed by the painter at the head, feet, or side of 
the principal figure^ which is thus in full and unobstructed view. 
Giotto, with consummate art^ nov adds three figures to the group, 
placing th«Bi so as to form a composition, the balance and distribution 
of which are perfect. The Viigin has raised on her lap the head and 
shoulders of the dead Saviour, whilst in a circle round her three women 
stoop, grieving or assisting. Two females at each sido of the body kiss 
the lifeless hands, and in rear of them St. John Evangelist bends his 
looks and frame to the Redeemer, and throws back his arms in the 
attitude which had now become a favourite of the master. The 
Magdalen holds the Redeemer's feet. Ten angels flutter over the scene 
with wild grief, terror, and surprise in their features. The painting of 
this fresco is most careful, and, in the Saviour, minute to a surprising 
degree. I3ut side by side with this careful handling appears that of the 
master himself giving the final touches, and with a broad and sweeping 
hand laying in masses of spacious light. 

The Noli me Tangere, though of less absorbing interest than the 
Fieta, is stOl worthy of special attention. Yet the Magdalen has not 
the look of supreme longing which ie so attiactlTe in the same snlgect 
at the ehapel of the PodestiL The figure of the SaTiour heie may 
explain, alsO| that which is wanting in the mutilated one at Horenoe. 

The Yirtaes and '^^oes are the complement of the leason which 
the painter here attempts to give. The former are natnraUy all 
tamed in the direction of the Bnadiee; the latter &oe the Inferno 
above the door of the chapeL 

Hope had been represented by Niccola Pisano, in the pulpit of 
Siena, as a female looking up to heaven. It was afterwards conceived 
in the bronze gates of the Ijaptistery of Florence by Andrea Pisano as 
a winged female, seated, but raising her face and arms with supreme 
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eonfidenoe towards a crown above her. Giotto^ ai Psdna, imagined tbe 
figoie winged, bat eiect, aud, as it wwe^ nised £rau tlie gnnmd by the 
aident deaiie to attain the crown held np to her view bj the Saviour. 
In the eoBtmne, tiie drapery, the east of the profile and diees of the 
haur, Giotto ahnost attains the seven elegance of an antique bas-idiet 
BesiMur is a vulgar female with denehed hands^ straggling in the 
agonies of death, aelf4mp0Bed vrith a eord. The devil with a ptong 
drags the figoro towards the abyss dose by. 

Charity stands with a triple flame issuing from her head, a garland on 
her biow» and a vase of flowers in her right hand. Looking up, she 
oflfois a burning heart to the Lord.^ Envy, on the opposite side, is 
a fine contrast Grasping, with claws instead of hands^ a purse, the 
horns on her head twisted round with a piece of drapery, and standing 
in the midst of flames, she is bitten on the forehead by a serpent 
issuing from her own mouth. 

Faith, a majestic figure, with a diadem, faces the spectator, resting a 
cross on a prostrate idol, and holding a scroll inscribed with the Creed.* 
Unbelief, at the opposite side, is signified by a helmed warrior, winking, 
and with his right holding an idol. The idol, bound to him by a string, 
leads him towards the flames that burst from the left-hand comer of the 
foreground. Unbelief, whose ears are covered with the lappets of a 
cap, seems deaf aud heedless. 

Impartial justice is ably suggested by Giotto in a majestic sitting 
figure, crowned, in a tunic and mantle, holding at an equal height the 
disks of a halanoe. In one disk an angel, like an antique YietOKy^ 
erowns Industry, seated behind an anvih* In the other an angel eats 
off the head of a eriminaL^ The qnnbolic meanii^ of this allegory is 
aided hj » feigned bas-relief beneath it» in whidi a group of three 
figures is beantif ally depicted in dead eohnir. A player dashes eymbali 
for two dancers; whilst^ on each side, two figures on honebaok are 
seen retaining ham the diase. 

The natural counteipart is Injustice^ in the dress of a judge^ resting 
I his left hand on his sword, and with his rif^t^ whidi is a claw, grasping 
a double hook. He sits within a fortress, the approach to which is 
V impeded by trees. In a feigned baa-relief bebw, the figure of a female 

* This figore ii badly damaged by a vertical split in the wall, which euti it into 
two. There waa here ot^giiiaUy a door. 

' Two heads at the upper ndta, of an angd and a have soom nwiaiiiiift 
now diffieult to divine. 

* Tbib hmd of this figore is obliterated. 
« Tho hMd «f this figure is daaiagBd. 
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lies stripped near a pond, and three soldiers are plundering her. On 
the left a restive mule is held by a thief near the dead body of a man, 

Tempeianoe is indioated hy a diaped figure curbed a bit and 
holding a awoid, d which the blade is tied to the seabbaid, Anger by a 
womaa with swoUen leatuvea and dishsTeUed hair teaiing the dnH 
from her Tneasl^ 

Fortitadfl^ which Klooota FSsano had represented in the goiee of a 
joatiifid Hercules in tiie pulpit of Pis8» is repicaentod by Oiotto as 
female in a cuiiaaH^ pEoteetad 1^ a ahield up to the ejea. Ontiieahield, 
embossed with a lion, the anowa ol fortune have &Ilen and been 
blunted. In her xi^t hand aha caniea a mace; on her head the lua 
of a lion. 

Inconstancy is a girl vainly trying to balance herself on a wheel 
rolling over polished matUe, She haa already lost her Tail, which flies 
away and gives to the scene a semblance of motion. 

Prudence, with two heads, the one aged, the other youthful, holding 
a mirror and sitting with a compass at a desk, is contrasted at the 
opposite side by Folly, a pot-bellied and grotesque personage, wearing 
a head-dress of feathers, shaking a mace in his right) and making a 
gesture of defiance with his left.' 

In the principal series of ffescoes it is obvious that Giotto was 
aided by his pupils. Hia own hand probably traced every one 
of the Vices and Virtues. He never exhibited more care in the 
choice of the mateiials, or displayed greater qualities of mind or 
of han4 than are here to be fonnd united. Beauty of form and 
of drapery, variety in aqprsBsloD, good design, precision of hand, 
great M<»fidifi£r of colour, and broad relief of l^ht and shade, all 
oomlune to make these allegoiical figoree worthy of stndy. 

In the Last Judgment above the portal of the chapel, Giotto 
was assisted in covering a vast spaee by the indostry of his 
assistants; and it ia apparent that^ in the Inferno at leasti thdor 
labour was below the standard of Uie rest of Uie paintings in the 
boilding. Yet as regards distribution, the Last Judgment must 
be admitted to fulfil the requirements of flie highest art 

* The mouth is contracted by anger. The head of the figure is slightly damaged. 

' Completely new on freah intonaco ; traces of Giotto's figure risible at the sides 
of the new one. Thtse ligures wiU be found marked alphabetically in the plan of the 
Areas chapel, ftoni a upmtda, hi tin ofdCT ia iriiidi Uny an dMoifasd, 



Digitized by Google 



72 



QIOTTO AX PADUA 



On each side of three small windows throwing light into tlie edifice 
from the liigliest elevation, two warrior angels seem to hold back a 
curtain, disclosing, as it were, a liall of justice, over which the sun and 
the moon shed their light Warriors witli shields and swords, angels 
with flags and tapers, hold guard in three mighty divisions over the 
majesty of tlie Saviour, who sits below them in a glory, borne by 
countless cherubs and seraphim. At the four cardinal points the 
archangels sound the trumpets of the judgment^ whilst the Bedeemer, 
with the fattona of perpetual youth,^ holdft up his ij|^t hand to Ueas 
the happy, and cnnea tiie eYil<loe» with his left At his aldea two 
winged figniea in aimoor, and lanoe in hand, witii aged heads^ the 
hodfoa of centaitn» and the limha of goati^ atand in attitude of watch- 
fnlneaa.' In a long low of thtonea on eadi liand the apoatilea ait^ all 
marked hy their peeoliar and indindoal eharactei^ and for the first 
time in peispeetiTe oxder.* To the left of the SaYioni^a feet the Yiigin, 
etowned witii a diadem,^ m^esticallj draped, and canied by angels in 
a glory of rays, heads the procession of the happy, leading the aged 
St. Anna. Monks, bishops, saints^ male and female, follow, guarded 
by angels.^ Amongst tiiem, in a comer to the left, three figures stand 
in profde, the centre one of which is, according to tradition, the portrait 
of Giotto himself.® The cross, symbol of redemption, held aloft by 
two angels in the centre of the space, separates the elect from the 
doomed. Between it and the procession to Paradise, the donor, Enrico 
ScroYogno, in a purple dress and bonnet, kneels before a group of three 
female figures, presenting, as it were, to their notice the model of the 
chapel, supported by a priest in white. The Virgin, heading the group, 
stoops to receive the homage. In the foreground the Resurrection 
completes that side of the picture. From the Saviour's feet a torrent 
of fire pours its fury out on the right, sweeping away a host of 
struggling souk in its course. Lucifer, the chief oi this scethiug 

* In a red tonic and blue mantle ; but the latter has fallen from his shoulders. 
' Of tbess two figures, that to tiie right is partly effaoad. 

* A part of the left side of the finsoo ii damaged and the intonaco gone. One of 
the apostles and half of another are oooiplBtelj oblitwated, and likewiao MTenl 

figures beneath them. 

* She wears a gold tanic and white mantle. 

* llsny figuree in tiio pcMoerioB Bin gono, otheis duntged, and hi soino places 

the intonaco threatens to drop. 

* Yet here the face is that of a man older than the so-called portrait of Giotto 
in the chapel of the Pod^ta at Florence, and certainly contradicts the words of 
Benvsnnto da Imola, which describe the painter as "satis juvenis." 
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domain, sits in the lowest part of the abyss, colossal and triple-headed, 
on two dragons, whose mouths engulf sinners, his oars being two 
serpents with figures in their jaws, whilst a crowned head grins between 
his legs. It is a confused and rudely executed scene of torment.^ The 
figure of Lucifer is not carried out as in the chapel of the Podesta at 
Ilorence, and the pupils of Giotto, together with restorers, have eflfectu- 
ally reduced the value of this portion of the fresco. 

Whatever may have been Giotto's reputation previous to the 
completion of this noble work, it could not but have increased. 
In wealthy Padua it W£W acknowledged and rewarded by numerous 
commissions ; and the frescoes recovered not many years ago in 
the church of vSant' Antonio not merely testify to his industry 
and skill, but prove his prolonged residence in the city.^ 

The church of Sant* Antonio was commenced about the middle 
of the thirteenth, and finished, with the exception of the cupola 
over the choir, in the first years of the fourteenth century.* 
Giotto painted in the chapter house incidents of the lives of 
St. Anthony and St. Francis.* But the edifice having been three 
times burnt out, in 1394, 1567, and 1749, these paintings were 
destroyed or mutilated by repairs. A new vaulted roof was built 
beneath the original ceiling; and the principal subjects, which 
doubtless were placed above the painted cornice at present visible, 
were lost. " The beautiful chapel," which Vasari was still able to 
describe in the sixteenth century,^ was thus altered in shape, and 
now forms a species of hall in the vicinity of the sacristy, lighted 

' Tb» colour here is in part altered, in part obliterated. Three figures of a more 
modero kind teem painted over others of a bettor atyle, of whidi the vastlgeB can 
ftHl be distinguished. 

* Et tantura dignitas civitatis etun commovit, ut niaximam sure vitss partem in 
ea consommaverit" (Micbelb Savonarola, **De Laadibus Patavii," in Mubatobj, 
Jbr, SttL Serip.t torn, xxiv., ooL 1170). SftvoBtwla wrote In U40i Viwii makes 
Giotto pay two iddto to Fidna (ed. flonaoul, L, ppw 888» 400). In die second only, 
according to the Aretine, Giotto painted in S, Antonio, being eoauniasioned for that 
purpose by the Scaligeri. 

* "Anno M.CCC. VII opus iiludperfectom est" BsRyARDiNi Scakdeukii, " Hist. 
Fat,** in Theg. mUiquUalum, by J. G. Gunrivs (Lugd., Bat, folio), vi., part iil, 
p, 104) ; Brandolbbi (P.), PiUun, etc, eU Fudmt (Padua, 1790, 8to), p. 2S. 

* "Gapitulumque Antonii noetri etiam (Giotto) sioofiiaTit" (Savohabola, OoBL, 
U.9., MuKATORi, ixiv., col. 1170. 

* Vasabi, ed. Sansoni, i , p. 388. 
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from the cloisters of the old convent. It was apparently white- 
washed after the change, and is now in a state not unlike that 
of the chapel of the Podest^ at Florence. Still the drawing and 
movement of several beautiful figures enable us to admire Giotto's 
migeetic fonns and vahetj of individual types. 

Entering the hall from a door recently opened from the sacristy, to 
the total destruction of some amongst the remaining frescoes, we may 
■tQl aae the remnants of six figures in niches, supported on a painted 
eomlbe nd separated from eich other by painted pilasken. In cm ia 
the standing figure of 8t dan, whose fue is one of the lesst dsmsged 
in the building. In often, 8t Fianeisi witiumt hands, and repainted 
as to the leeti hut fairly preserved as regards tiie head ; part of the 
featnies of an sgsd ssint, of stem aspect; a mneh-damaged lepnsenta- 
tion of a prophet; and an e^nsUy damsged one of a pecsonsge erowned 
with a disdem. On the opposito wall, at each side of an altai^ in 
nmilar niches, three figures; one, of an aged psnon of gmve chaiaeter, 
much altered by damp; another of a youth, holding up his hand as if 
in the act of speaking ; St Anthony with a scroll in his hand, partly 
rubbed out and partly restored ; and a portion of a painted skeleton.^ 
Little has been saved of the painting on the wall to the left of the 
entrance, except the two lunettes. In one of these, St Franeis 
receiving the Stigmata from the Saviour in the form of a Seraph, we 
have the mere outline of a composition similar to that of the picture in 
the Louvre' by Giotto. In the other, besides the Annunciation, the 
Martyrdom of the Franciscans at Ceuta is partially preserved, and the 
tyrant, who orders the execution, may be seen enthroned in the centre 
of the space. In the Annunciation, the figures of which are diminutive, 
it is worthy of note that Giotto expressed in the face and raised arms 
of the Virgin, a certain surprise and terror at the visit of the angel : a 
new mode of representing the subject, which moved Vasari in another 
place to some wondering remarks. It is characteristic of the haste 
with which he wrote that, whereas he might with propriety have made 
those remarks upon the Yiigin at the Santo, he lavished them upon a 
pictare fiJsely assigned to Giotto and now proved to be by Lorenzo 
Monaoa' 

^ The fignrea in two of the mehes are gone. 

' The outlines and first preparation in vatds en htn aloM jswIliL 
' Yasa&i, ed. Saoaoni, L, p. 378. 
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It has been affirmed that Giotto also painted in the great Salone 
of Padua.^ In one of the compartments of the hall, to the right 
of the principal entrance, an astronomer is represented sitting, 
beneath which the name of Giotto is inscribed. Yet, neither this 
nor any other fresco of the vast number which now decorate the 
walls, is in the manner of Giotto ; and it is clear the Saloiie, as it 
now stands, was adorned by several hands, a part of whom only 
were under the inQuence of the Giottes^ue maimer at the dose of 
the fourteenth century.* 

Vasari states that Giotto went from Padua to Verona, where he \ 
finished for Can Grande a portrait and other works, and, for the ! 
church of San Francesco, an altarpiece. None of these paintings 
exist, and we know of nothing that can be assigned to Giotto 
except the two grand kneeling profiles of William of Castelbarco 
and the prim Danielo Gusman on the archisesto of the choir in 
the church of San Fenno.' At Ferrara also, be Vasari relates/* 
Giotto produced various paintings in the palace of the Duke of ^ 
Este and in the church of Sant' Agoetino, but these also have 
disappeared. At Bavenna, however, we find original frescoes by ; 
Qiotto in a ceiling in the first chapel to the left^ in the church of ) 
San Giovanni Evangaliata.^ 

Hera Oiotto depiefced, in a ceiUng divided by two diagoiiab, at the 
eentra of which the lamb and ctoss are painted in a medallion, the four 
doetofs of the draieh and the four EvangeUsts enthroned, and above 

' BiCGOBALDO FsESiLKSSB, in lu8 CompUotio chronoloffica, says : Zotas, pictor 
•ziniiw IkmitiiniB agnmeitar . . . Testantar opera . . . qos pinzit in Palatio 
Ooanmii Fadw^ at ia «aolari» Atmm Fudiw." HmuLToai, JUr, JUk Ser^, 

torn, iz., p. 226. Riocobaldo died in 1313, and the paintiDgs of Giotto must thera- 
fore hare been executed previous to that time. See Jocher (C. G.), OelekrUi^ 
Ltxicon^ Bremen, 1819, and Moratori's prefiue. The Salone was burnt down in 
14M. 

* Ift'flMiiiorliiatjintheehindioltlMBMDUtaiiifttPadiiBytliim 

Virgin and Child with a kneeling patron, Giottesque in style. 

' The figure of Castelbarco in a baronial cap and red dress, with the model of a 
church in his hand, is injured. Bat this fresco is not to be ooufonnded with others 
higher up on the ibim mil whidli ■» by a painter of tho azteanth otDtny. Oootidt 

Vaaam, ed. Sanson!, L, p. S88. 

* Vasahi, ed. Sansoni, i., p. 388. 

' Ibid. The frescoes in San Francesco are missing, 

* Some oritics r^rd the frescoes of S. Giovanni as the work of one of the 
Mkimn of CHotta^ who painted in Bnmnn and ite neighbourhood. 
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tbera the symbols of the Evangelists. Though much damaged by 
restoring, and veiled as it were with a greyish glaze, there can be no 
doubt of the authenticitv of this fresco, in which Giotto cxliilated all 
the qualities of which he •was so complete a master in his prime. 
St. Ambrose and St. Jolm sit facing each other in one compartment, the 
former, with his hand on a scroll, looking at the Evangelist^ who holds 
a hook half open on a desk in front tH him. 

St Augustine, who nads, is inspind hy St Matthew, who mepda his 
pen. St Jerome leadsi while St Inke hoMing a pen hwks at him. 
St Gregory sits with his right hand in the act of enforcing speeeh, 
while St Hark sits pensive with a pen in his hand. Each of the figmee 
has a gold nimhos and the haekgioond is a staned heaven. The 
qrmholie figone above each hold a hook and aie nimhed. The lion is 
fine, the angel in sdmiiahle lepose. Yet all these fignies have heen 
fetonched. 

Many clmrches and edifices in lUvenna are adorned with 
paintings attributed to Giotto, but they will not bear the test 
of examination, any more than those of S. Maria Poraposa which 
Federici assigns to him. Like those of Santa Maria in Portofuori 
outside Kavenna, and in the ex-chapel of the abandoned church of 
Santa Chiara (now attached to a riding school ^) in Bavenna itself, 
these paintingB are by humbler artists^ as we shall hAve occasion 
to observe. 

* ^ Now the Bicovero di MemUoitlk 
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PERUZZI AND BARDI 

AMONGST the potent families of Florence in the fourteenth 
-iljL century that of the Peruzzi was most distinguished, for the 
extent of its trading connection, the greatness of its fortune, and 
the generosity with which it patronised the church of Santa 
Croce. From the time when that edifice first rose from its 
fonndatioDB, the Peruzzi sabscribed laxgely to its erection, and 
built at their sole expense a chapel or sacristy, which was 
adorned with frescoes by Giotto. " Nor," says Cesore Guasti, " did 
the reverence of the family for those sacred walls and for art 
diminish with the lapse of years ; but there came a time when 
that leveience was obscured by a fatal niggaxdliness, when to 
restore meant to destroy." So when we lead on the floor of 
the ehapel that Bartolommeo di Simone Peruzzi caused it to 
be restored in 1714, we gness that the brush of a whitewasher 
ruthlessly covered titie pictozes which Giotto had painted on the 
walls.^ In 1841 the dance of the daughter of Herodias was 
nncovezed; later, the Ascension of the Evangelist; and at the 
commencement ol 1863 the rest of the scenes from the lives of 
the two St. Johns were restored to the light We have no 
authority upon which any reliance can be placed to fix the time 
when these firesooes were executed. But there is some evidence 
to show that Giotto, who had been at Padua in 1306, had 
returned to his old abode in Florence in the following year; 

* Guasti, Opuseoli, p. 6. Confirmed by the fact that when Cinelli, in 1677, 
republished the Bellezu di Firenze by Bocchi, the paintings of the Peruzzi chapel 
were still in existence; whilst in 1754, when Uicha published his Chiesc I-ioretUin$, 
thflj wtn no longer nriUo. 
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and if, as a local annalist aflirms, Giotto made a donation to the 
Company of Or San Michele in 1307, we may assume that he was 
then in a position to begin the finest series of frescoes which he 
ever produced.^ 

Bming mxlnr aig^t balf-figorcB of ^t^lMto in tiie Tanlting of tho 
•nteanoe aroh of the Fenusi chapel, many of which an duniged hy 
lestoring^ paaeing hj the symbob of the Emgelisfai in the ceiling, we 
meet with two series of subjects on the walls of the chapeL One side 
is devoted to the life of the Evangelist, the other to that of the Baptist. 
In the lunette of the latter ZachariM sfcinds on the steps of the altar 
waving a censer, with two lute-players and a piper behind him, when 
suddenly he draws back at sight of the angel, who appears under the 
altar-porch, and gives him the news. Two women behind the angel 
witness the scene. The lower course contains a fine composition of the 
Precursor's birth ; St Elizabeth on her bed (head repainted) hardly 
attends to the question of a maid, near whom another maid, with a vase 
in her hand, looks at a grand figure with his back to the spectator. A 
partition separates this from the next scene, where Zacharias, to the left, 
writes the cliild's name in a tablet on his knee. He glances as he does 
so at the infant, held up naked before him by a male and female figure, 
behind whom stand three others. Beneath again (third or lowest course), 
Herod sits with two guests behind a table in a portico. In honi of him 
a Boldifir pnssnis the nimbed head of St John the BaptisI on a plate. 
The daughter of Heiodias dsnees hi ftxmt of the taUe to the sonnd of 
her own lyre, timing her steps to the sfenins of a viol played by a youth 
who standi to the left of the pietaze. Two figuxes behind her oonverse 
as th^ look at the daBos^ whilst to the fight Salome kneeb with the 
heed before Heiodias. In the Innette of the opposite side the Yision of 
PatmoB is depicted: the Svangelist asleep on a sohtaiy rock, above him 
in a doud " the Son of man" holding in his hand a seythe^ on his right 
the angel calling on time to reap^ the ttavailing woman piirsued by the 
dragon, the mystic child in its cradle, the sngel and the four beasts; the 
whole much damaged and repainted. Beneath this is the Resurrection of 
Drusiana : the saint on the left of the picture, with one kneeling at her 
side; two followers; a cripple on crutches, and two other spectators 
behind ; in front, the kneeling relatives of Drusiana, who has risen on 
the couch held up by a bearer behind her; the priests and clergy. 
Finally, in the lowest course, the Kesurzection of the Evangelist 

* BlOBA, CMm., tt.t., i., p. 18. 
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None of QkMn ivall pftintings is more perfect as a o(»iipoBLtioii 
than the Apparition of the Angel to Zacharias. The troabled 
look of the priest as he waves the censer and shrinks before the 

messenger is very well rendered. No painter of the time has 
given a finer form to an angeL In the Birth of the Baptist we 
admire the graudeur of the composition, the aniique pose of 
Elizabeth, the grace of the females at her bedside, and the maseu- 
line force and concentration of the standiDg figure. The grave 
Zacharias, close by with his legs crossed, reminds us of the classic 
statuary of the Greeks. We are struck by the natural motion of 
the aged man who grasps the infant's shoulder, and the portly 
stature of the woman, who looks on smiling.^ 

Although little beyond the outlines of the dance of Herodias is 
preserved, that little displays a faultless precision of arrangement. 
In no picture by Giotto are the figures distributed with more art, 
or the groups bound together with more nature. The viol player 
is comely and admirably set on his legs ; his action is perfect, his 
expression full of contentment ; his eyes are no longer indicated 
in the old conventional way, but drawn in perfect accordance with 
nature. His foreshortened features are rendered with perspective 
truth. The purest profile is given to Salome kneeling before 
Herodias ; ^ and surprise is ably depicted in Herod's guest, who 
sits at the end of the table with a knife in his light hand, and his 
left raised in wonder. 

But Giotto surpassed himself in the next series, where, if we 
set aside the composition of the Vision, much damaged by various 
accidents, the Miracle of the Eesurrection of Drusiana and the 
Ascension of the Evangelist display a classic grandeur which, in 
spite of the absence of colour,' may be considered a marvel of the 

^ W« glim at til* fiMi tintin tiM wbok of tiMte time eompotitkmB the iMMk- 

groimds have been so repainted by the restorer in heavy tones as to damage the 
general aspect of the whole, to deprire the figures of aeriel penpeetiTe and the oat* 
lines of their softness. 

* Tlie beed ef Hsradiee it a tun ontliiw, and that of Saleme, kneeling belbn 
Int, hat ktk the freshnese of its eolonr, but hae great beauty of form, as as of 
expression. The band of Herod is damaged, as is likewise the head of tlip aaint in 
the hands of the soldier. The form of the viol -player is perhaps a little broad* 
Behind him in the backgroand is a fine, double-storied, square tower. 

* The ooloiir it altaiid bj ahiaaion, and letnMthed in many places ; and the 
onUinet are nottlj lelireahed. 
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aga life and aaunatioii are oonapioiioiis In the kneeUng females 
at the Evangelist's feet^ partieiilarly in the wcnnan in profile, whose 
feoe expresses nndonbtlng feith. The tme figure and form of 
the cripple»^ the fine movement of Drosiana,* the interesting 
gnmp on the right, the beautiful play of lines in the bnildings, 
all are calculated to snhanoe the impression which the picture 
creates. 

The Ascension is, if possible, still more severe and classic 

Giotto imagines St. John rising from the tomb in the centre of the 
church, the lines of which are broken by the descent of the Saviour 
and his celestial guard, who stoop to help the aged apostle to ascend, 
and shed around him the mys of their glory. To the right of the 
opening a prostrate man is struck by the wondrous brightness that 
prevails, and hides Ms head in his hands. Another, looking up, 
protects his eyes with his fingers. The ministers of religion appear 
with the crc^, the book, and taj>ers. To the left of the grave one 
with his finger to his mouth stands in doubt ; immediately in front 
of him an aged disciple bends an inquiring glance into the grave ; 
a third in rear of the latter rises from a stooping attitude with an 
air of oonviction; a fourth expresses wonder; whilst a fifth, looking 
upi is SQipiised, as he sees St. John aseending. 

In these five figures Giotto realises a sequence of ideas as 
plainly almost as if he had spoken. The maxims illustrated in 
the miraculous healing of the sick man at San Francesco of 
Assisi are here applied anew and with increased power. The 
laws applied to a single group are maintained at the same time 
in the connection of each group with the other, and with the 
architecture, to which light and pleasing proportions are given. 
It would be difficult to find a figure more grand than that of the 
ascending apostle, one in finer and more energetic movement than 
that of the prostrate disciple, or one more natural than that of 
the man veiling his eyes from the light emanating from the 
Saviour. Not less remarkable is the ability with which Giotto 

1 Hia arms and \6gi are repainted. 

* What Aall be ndd of tlie mttwer him, who nwkw Dmrius point with ber 
finger to^rards tin Bruigeliat: * aenaelen motion whieh Giotto would nevw hurt 
oimeeived. 
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repeated in this fresco the figures of the resurrection of Drusiana, 
without sameness of attitudes, movement, or expression.* 

In Santa Croce Giotto painted three chapels besides that of the 
Peruzzi fur the families of Bardi, Giugni, and Tosinghi and 
Spinelli of the two last the frescoes are still under whitewash, 
but those of the Bardi chapel are once more exposed to view. 

Ridolfo, the son of Bartolo de' Bardi, who filled the highest 
ofiBces of the republic in the thirteenth century, was bred to the 
profession of arms. He fought against Louis of Bavaria and the 
Gbibellines in 1327, and was conspicuous amongst the patriots 
who warred against Mastino della Scala. Almost ruined by the 
insolvency of Edward the Third of England, yet still powerful 
enough to rouse the jealousy of the Florentines, his family 
preserved its influence, conspired against the State, and tasted 
the bitterness of exile. At what period a man so busy as liidolfo 
was found time to build and adorn a chapel, it seems now useless 
to inquire. It is sufficient to observe that he could scarcely have 
done so previous to 1310, when Bartolo de' Bardi died. Like 
many Florentine nobles, the chief of the Bardi family showed 
partiality to the mendicant order,^ and his chapel was exclusively 
adorned by Giotto with episodes of the life of St. Francis. In 
three courses upon two of the walls he represented the saint 
surrendering his worldly substance, the institution of the order, 
the ordeal of fire before the Soldan, the apparition to Anthony of 
Padua at Aries, the transfer to Santa Maiia di^li Anigeli, the 
bishop's dream, and the death of St i^rancis. 

^ The preservation of this freaco ia not good ; and it ii again lurinUiig, not that 

one should find in it beauty of composition, but that the impress of the painter's 
tliouglit and versatility in expression should still be there. Yet this is so, and to 
Giotto, for these works alone, must be awarded this praise, tliat Iia?ing studied and 
tliaaght out mry povible phsM of hii labject, he displajed fhem all in oonpoiitloo, 
movement, expreaaion, and design. HappOy for the atadant, this fresco has only 
l)€en partially restored — the fignre most damaged by this operation being that on 
the right in protile. The restorer, having gone so far, perceived that he was only 
spoiling the freaco, and left the outlines of the remainder as he fouud them. It 
may fhenfon atill ba obaamd tliat tba pletaia ma paintad in laiga and fisw 
portions on a aniface of azoeasive smoothnesa» The broad and well-modelled 
shadows were painted in with a soft aahen colour, merging thvoogll claar half'tinta 
into broad massive lights— the whole nioalj fused together. 

* Vasabi, ed. Sansoui, L, p. 874. 

* Ombamm Qvjjou «•«-• Oj^ucoH, S8. 

II.— O 
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In the first of these scenes, which covers the lunette to the left, 
Giotto closely follows, yet improves the subject as represented in the 
Upper Church of AasisL The angry father, held back by the consuls 
and Ilia friends, seems desirous of dartlDg at his son, whose clothes he 
holds on bis aim. Bat St Faam is already under the protection of 
the laahop, who ooven hia nakedneaa with the episcopal mantle. In 
fonn the aaint ia youthful and mom i^gmeably depicted than at AaBisl 
The aulgeet alaob as giTen in the legand of 8t Buonaventura, ia hotter 
oompoaed, yet moce literally oarried out, than before. A ehdd on the 
left is held hack hf a woman who proTents him from throwing atonea. 
Another miaehievoua yailet on the right threatens to atone St Franoiia^ 
and is restrained by a priest of the bishop's suite. The idea in embryo 
at Assisi i- thus fully developed in the very words of the legend.* Li 
tlie opposite lunette St Francis kneels and receives from the pope, 
enthroned with two bishops at liis side, tiie approval of the rules of the 
order. The principal charm of this composition lies in its simplicity.^ 

Tlie Soldan may be seen, in the course below the first lunette, seated 
on a throne, and energetically pointing out to his reluctant imams the 
example of St. Francis, who approaches a fire with tlie intention of 
passing through it, to the astonishment of the attendant monk, whose 
attitude and look are those of doubt and hope. On the left two 
attendants of the Soldan endeavour to encourage the infidel priests to 
imitate the firmness of St. Francis, whilst they retire with consternation 
in their faces. The energy of movement and expression in this much- 
damaged fresco is remarkable.' 

The apparition of the saint to Anthony in the church at Aries is 
given with less energy than at Assisi, The expression may have been 
better in the fresco at Florence, but this we can no longer clearly discern.^ 

As St Frands was carried on his bed to Santa Maria de^^ Angeli, 
he stopped on the road to bless the city of AssisL EQs death was 
revealed at the very hour of its occurrence to the Bishop of Assisi on 
Mount Gaigano. Tiiese two subjects Qiotto represents in one fresco at 

' This lunette }ias sufTercd, but is that which has received the least subsequent 
restoration ; but we notice retouches iu the flesh of St. Francis, and the drttocg of 
other personages. The background is a fine piece of architecture. 

' Mueh iiijiind at tihe lidM of tiie oompositfam are four lay spectatois in ooaples. 

' The figures are in great part repainted, amongst the iwt the whole of the 
background and the lower part of the figure of St. Francis. 

* St. Francis, iu both frescoes, appears in tlie centre of the church, Anthony 
standing iu the attitude of a preacher at the left end of it, whilst the audience 
of monki ia seated in a triple row along the pioture. 
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the Budi as they hod aheady been given in the great sanctuary, but 
in a more appiojmAte form. A monk zaisea the curtain of the bed as 
St. Francis sits up with his hands in prayer. Another reads at the foot 
of the bed, whilst the rest of the brethren stand around grieving. GloBe 
by the saint appears at the foot of the couch, on which the bishop sleeps, 
and is seen by an attendant crouching at the head of it. A second 
attendant sleeps at the foot. Little of the original design remains 
unimpaired.^ Where St. Francis, on his death-bed, lies outstretched 
and bewailed by the brethren, the incredulous Girolamo kneels -at his 
breast, and puts his finger in tlie wound. Two monks kiss the dead 
saint's liands, two more his feet. Four behind the litter stoop, looking 
at the corpse with grief and regret. The clergy, with tapers and cross, 
stand at the foot, whilst the funeral service is read at the head. One 
monk, looking up, sees with wonder the ascent of the saint to heaven, 
in a glory supported by angels. The compoation of this scene is a 
naateipiflQa whkh aemd aa a model to Gbiriandaio and Benedetto da 
Maiano.^ 

Tbe ceiling of the chapel, cut into four by diagonals^ is adorned 
with tlw three Tirtaes peculiar to St Etandfl^ and jMEodaimed by 
the brothen of his order.' 

At the sides of the altar, and in the entrance vaulting of the 

* After the fresco was whitewashed a monament placed against the wall cut away 
the whole of one and the greater part of the other figure of St. Francis, besides one 
half of the monks on the left side of the hrst subject. The remainder has suffered 
Honk letootthlBg'. 

* A tomb placed against this freauo damaged the three figures kneeling In front 
of the bed, and part of the standing clergy at its head and foot. One may mark 
two spectators on the extreme left of the picture, one of whom, according to Vos&ri, 
it Amolfo, the architect of Santa Croce. St. Francis in the glory is new, but the 
angek ate in put praerfsd. The mt has all bean more or Ioh retoneliad, and no 
jndgment can be given as to the colour at this or any other of thaM irodsii 

* Poverty, Chastity, and Obedience, and St, Francis in Glory, occupy each a 
•pace in the ceiling. Poverty, a lean but graceful figure, crowned with roses and 
bliaiai ia diiaaed in a tattered garment, bound to the moat by a oord. In her left 
hand aha oaniaa a stiok, witii whieh ahe seeks to defend haraelf from a dog that 
barks at her. It is a figure whieh, being lees damaged than many in the chapel, 
discloses the versatility of Giotto in rendering a subject already differently treated 
atAasiai. The figure is, like its companions, framed in a pentagon of curves. Chastity, 
a maatia ooTering her head, ia aeen from behind, in bar townr, with two angels flying 
atboraidea. Obedienoe ia aymboliaad by a nisnk with a yoke, and hia fingera to hte 
Hps. St. Francis, with his arms up, ahows the atigmata. Thay are on Una gronnd, 
and all more or leaa retonohad. 
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chapel, saints are represented, of which a St Clara best preserves 
its original character.^ Outside* above the arched entrance to the 
ebapel, a figure of Sk Fnncis receiving the stigmata has recently 
been cleared of superincumbent whitewash. It is a very powerful 
representation of a subject which Giotto frequently painted. 

On the outer arch of the Toeinghi chapel another fresco of the 
master has recently been dieoorered. It represents the Virgin in 
a glory taken to heaven by angels, of which, unfoitiiiiately, little 
that is worthy of admiration has been preeerved by the restorer. 

The chnzch of Santa Croce was quite a museiim of the works of 
Giotto, for, besides the frescoes in the private oratories of four 
or five great Florentine families, it contained a vast pictore on 
panel with which the Banmcelli adorned their chapeL A sepnl* 
dual monument, to the right of its entrance^ contains an inscrip- 
tion to the efifect, that in February, 1327, the chapel was completed 
by Bivigliano Bartoli, Salvestro Manetti, Vanni, and Pietro de' 
BaronceUi in honour of Qod and of the Virgin Annunciate to 
whom it is dedicated. It is not to be assumed that Giotto's altar- 
piece of the Coronation of the Viigin was executed in 1S27, for it 
may have been finished later, ^le BaronceUi chapel was not 
dedced out with frescoes till 1332, when Taddeo Gaddi completed 
a veiy beautiful series of paintings on its walls. It seems natural 
that the fifsscoes and the altarpiece should have been finished 
about the same time. Ko traveller to Florence will have failed 
to visit Santa CSroce or to study the BaronceUi altarpiece. It 
was long a standing piece for the cri^ of Giotto's style. It will 
therefore be needless minutely to describe the beauties of the 
prindpal group, the Saviour crowning the Virgin, or the varied 
qualities of the attendant saints and angels.* 

It may be suflScient to note the calm kindliness, the tender solicitude 
in the action of the Saviour, the deep humility in the attitude and 
ezpreasion of the slender Virgin, and to point out that Giotto was 

^ On the wall behind the altar the two SS. Lonis, Elizabeth of Hungary, and 
Clara. Of St. Louis of Toulouse the hand with the book ia new. The St. Louis 
of France is quite new, St Elizabeth almost completely so. The figures in the 
nmltiag hare motUy bMn renewed* 

* Bttieath the eomice on which the panels rest an the words: opus maoxbtri 
JOOTi. The live panels forming the altarpiece were set up anew in the fifteenth 
centurj, when part of the central one was shortened at the top. 
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equally sIiIb in the ropro a a ntation of a qiiiet idigtonB eeene and in the 
e ^ic e a ion <tf diamatio power or playfol inddenta. We mark alao how 
admiralily the idea of a heavenly duar ia fendered ; how inteni the 
ehoiiafceia on their canticlea^ tiie playen on their melody; how qnielb 
yet how full ol pnipoae, how ehazacteriatb and ezpreaaiye are the &cea; 
how appropriate ^ grave intenfcneaa and tender aentiment of aome 
angela; how oonect tiie action and moYements d othera; how gwre^ 
yet how ardent) are the sainta ; how admiiahly haknced the gronpal 
Nor shall we pasa by without a less than cursory glance the five figures 
in the lower hexagons — the £cce HomO| with a broad chest and wasted 
arms, calmly grievingi but a type reminiscent of more distant times ; the 
wild, austere, and emaciated Baptist, with his long unkempt locks, and 
arms reverently crossed on his naked breast ; and vSt. Francis showing 
the stigmata. To perfect decorum and rcpoac, Giotto adds in this altar- 
piece his well-known quality of simplicity in diapexy.^ 

Many and impdrtant wero the workB wMoh Giotto execated, in 
addition to those already mentioned, in the chnich of Santa Crooe. 
We are told of a cradfizion, with the Virgin, St John^ and the 
Magdalen grasping the foot of the croes, *' above" the tomb of 
Carlo Marzuppini, and the Annunciation ''above" the tomb of 
Leonardo Aretino, both of which have perished. Not so the panels 
of the presses in the sacristy of the church — the Root of Jesse, 
the Crucifixion, scenes from the life of St. Francis and St. Louis, 
and the Last Supper — all of which fill the end wall of the old 
refectory of Santa Croce. But all these panels and frescoes must 
be assigned to pupils or followers of Giotto, and may as Buch be 
treated of later.'- 

' His art as a colouriat ia not fitly represented, successive varnishes having dulled 
the usual lightness and transparence of his work, and substitttted a yellow opacity 
of towk 1m ths Xfios Hcmo^ tlimigh it k nUMd down, ws still dinovw the imikr- 
toM kid oa with bidd sweop of bnuh, a broad distribiitimi ct Ught and ahade^ and 
greyish shadows, >vell fused into the half-tones by stippling. Partial natoiatioB 
and a darkening of tlic fine engraved outlines may be noticed. 

* Many oonnoiseeurs now deny that the Baroncelii altarpiece was executed hy 
Giotto himHlC liko •ooie otlior iroika of rfmikur qvality, it waa pcobabty tdMvtad 
in the HMMlar'a Mttga in his last poriod, wboa conuniitions erowdod thiek apoa 
bim. 

' Besides the cmcifixes of S. Marco and Ognissanti wliich have been noticed, 
Giotto painted, iu the latter church, an entire chapel, and iuur pictures (Yasabi, ed. 
fiomoni, L, p. 896), one of wideh sHIl txMt in the Aeadflmy of Aria at Flotonoe ; 
in the Oanuino, it is asiil, tko ehapsl.of St Jobn the Baptist, of whidh tn^BumU 
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The Vifgm, from the Tnld Umiliati at Ogniflaaati, may now be 
aeen in proximity to that of Cimabne, in ii» Aeademy of Aite,^ 
and tiie eompaiiion ahows how Giotto tnmsfonned the art 
his time. 

Sitting in majesty on a throne amidst saints and angels with the 
Infant on her knee, the Virgin must have appeared singularly venerable 
to the crowds that knolt at her shrine. The picture is of an imposing 
character, ananged with auieh order and symmetry as regards the 
groups, and haimoniooi in tha jnzlapoaitloa of eoloiin. Th» angels 
have a peculiar elegance of atattue and movement, great feeling in the 
ezpreanon of the f eatorei^ and aampie flowing dmperiea. The Virgin 
and Child, of a atatore a^ aaperior to that of the aunonnding angels, 
are both archaic and grave. There is tome doubt whether this ia or is 
not the altarplece above the door leading into the choir of Ogniaaanti, 
which ia mentioned in Ghiberti'a oomnientaiy and recorded in a deed of 
1417 proflarra d in the Magliabeoehiana at Florenoe.* 

The following gives account of the so-called remnants of 
Giotto's frescoes at the Carmine: — 

Of the freBOOes at the Carmine at Florence six episodes and five 
heada have been pnUiehed in the woric of Patch.* It ia impoesible to 

remain (ibid., p. 376); in the Palaee of the FUte Oaelfr, a tnmso of *'tlM 
Olimtiui faith/' oomtiJniBg a pertnit of dement lY., which has perished ; in the 

conrent of the nuns of Facnza, frescoes and alt^rpicccs, which disappeared with 
the edifice that contained thorn ; a votive picture for Paolo di Lotto Ardinghelli, 
representing that person, his wife, and St. Louis, in the church of Santa Maria 
Fofdla (ibid., pp. 894, 396) ; a nuU piotore for Baooio Gondi, a Florentine (ibid.); 
a small crucifix for the Camaldole conrent of the Angeli at Florence (ibid., p. 396) ; 
a Virgin whicli Petrarch willed to a friend {ibid., pp. 401, 402) ; a Virgin for the 
Dominicans of Prato, paint«d before 1312 (see note to Vasari, ed. Sanson!, i., 
pp. 394, 895), by order of one Eiccuccio: all of which hare been lost. 

o It is to bo bono in mind tiiat in tbo ouo of somo of 1ii«ie pioturM ym hmw 
only Yasari's word that they were the work of Giotto himself. 

' No. 16, gallery of large pictures. Fourteen figures in all. Two angels in front, 
kneeling, present vases of flowers ; two otiliers, Standing, a box of perfumes and a 
crown ; the Infant, as usual, blessing. 

* flee Qmaaam, in Yasasi, ed. Le Mbnnier, I, xiz., tod Rioba, Chiete^ 
iT., 269. Whilst the surface of the altarpicce has been rubbed down, many 

outlines have been retouched and blackened, particularly in the angel to the left 
bearing the crown, whose forehead is in part repainted. As usuali the ground is 
gold. 

* Seltetiena /irom He morfet 4f Muaeeio, Ikw J^urtolmimeo and OiaUo (feL, 
Honnee, 1770, 1772), pert iii, hf Tbomab Patob. 
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say to which portion of the church the fragments belong which have 
been thus repiodnoed. Two heads of St. John and St Paul, now in 
the l^atioEsl GaUtty In London, aie remnants from the Cannine which 
most lecaU the style of GiottOb Thzee fragments in the liveipool 
Galleiy, with Ihe hdy women piesentiog the infant John to Zachaiias 
and the dan^ter of Herodias xeceiying Ihe head of St John the 
Baptist^ have been so mueh damaged and aie now so dark of ontUne 
that^ though Giottesqne in style^ it would he difficult to afifim that 
ihey aie his.^ In the CSappeUa Ammanati of the Gampo Santo of 
Pisa siz other parts aie likewise pieserved. One, representing a group 
of angels^ is the finest of the collection, but is less like a Giotto than a 
Taddeo or Agnolo Gaddi. The outlines are very inferior to those of 
the great nutster, and the muscular deyelopment, the weighty character 
of the forms^ a certain slovenly ease in the handling, would tend to 
confirm the opinion that a later artist worked here. Another piece 
representing a harp-player seems to have belonged to the dance of the 
daughter of Herodias; but the difference between this and the figure 
of the player in the Peruzzi chapel is very marked. Otlier fragments 
of John the Baptist, St. Anna, and a youth, painted evidently with 
a coarse vehicle, reveal a far weaker hand than that of Giotto. 

Had Giotto exwmted but a part of the works whioh have been 
noticed, it would atill be evident that his residence in Morenoe 
was a long one. In the will of Biccuccio he is described as living 

in the parish of Santa Maria Novella, and this is confirmed by a 
lease, of which an extract is given by Baldinucci.^ In the 
earliest years of the century Giotto married Ciuta di Lapo> 
di Pelo, and by lier had no less than seven children, some of 1 
whom were already growing up in 1306 when Dante visited 
the painter at Padua. The poet, indeed, was so struck with 
their peculiar ugliness that he asked Giotto how it was that 
he, who could paint such beautiful figures, should be the father 
of such very plain children. Giotto, in reply, repeated a jest 
from the Saturnalia of Macrobius,^ which it would seem created 
some surprise in the poet. But Giotto's readiness at repartee,' 
bis humour, were quite as remarkable as his artistic talent; and 

' Liverpool, "Walker Art r.allcry, Rosr-oe collection, No. 5, 1 foot 9 inches hi^ 
by 1 foot 9 inches wide ; and No. 6, 1 foot 3 inches high by 1 foot 1 iuch. 

* Jiotizu, etc., di Filipfo Baldimucci (8vo, Milan, 1811), iv., p. 170. 

* Bkmtxkuto da iHoiJk, Own. in ICuraiobi, AtUiq, i., p. 1135. 
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Boccaccio's anecdote in the fifth Novella and sixth day of the 
JkcamcroM illustrates it amusingly.^ 

A kwytr noted In Ids plsmniw of fue rode out end met Giotto, 
who was oelelnated as the ugliest man of hiB time. They joined 
company, and were both caught in a diower, which drove them for 
shelter into the house of a farmer. The rain continued, and the 
tiavellers being both anxious to return home, borrowed two old cloaks 
and hats and proceeded on their journey. In this guise they rode, 
wet and vSt^ined with splashes, until the weather began to clear, when 
Forcsp, after listening for some time to Giotto, who could always tell a 
good story, Ixjgan to look at him from head to foot, and, not heeding his 
own disordered condition, burst into a fit of laughter, and said, "Do 
you think that a stranger who should meet you in your present state 
for the first time would believe that you are the best painter in the 
world?" Giotto, without hesitation, replied, "I think that he would 
believe it if, looking at you, he should also conclude that you knew 
the abc." 

Giotto had inherited property from his father at Vespignano. 
His son Francesco,* who took orders in 1319, was his fathar^a 
agent when the latter was absent fhxm ilorence, and shared this 
responsthility at various times with Kioholas, his brother. Bice, 
one of Giotto's danghtets, was a lay sister of the Dominicans of 
Santa Maria NoveUa^ and married Fiero di Maestro Franco in 
Mngello a year alter Giotto's death. Chiara, her sister, married 
Znccherino di Cqppino di Pfleroiana CSatherinOi her sister, was 
the wife of Bicco di Lapo, a painter at Hotence. Lnda, another 
sister, married Lesso or Alesso di Martinocco, of Yespignana 
A third son of Giotto^ Bondon^* was also called Donate. 

Giotte's profession kept him no donht either confined to his 
shop in Santa Maria Novella, or obliged him to journey wherever 
important commissions might lead hinu His &mily Uved much 
in the Mngello, which Giotto eonld only visit on holidays or 
Sundays. He was proud of his superiority in a profession in 
whidi he had no rival at least in Florence, and though Boccaccio 
pretends that he was too humble ever to assume the title of 

* Boccaccio, Dccamerone, Giornata VI., Novella V., ed cit., ii., p. 298. 
' See the genealogy of Giotto in Yasabi, ed. Sansoni, prepared bj G. Milaueai, 
p. 411. * BaLDimroci, u.$., iv. p. 167. 
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master,^ a story told by Sacchetti would prove that he sometimes 
considered himself at liberty to chastise what he thought pre- 
sumption in others.^ When a man whom he took for a common 
soldier brought him a scutcheon, and ordered him peremptorily to 
paint his arms upon it, he returned the shield with a helm, a 
gorget, and other military emblems upon it, jeering at the soldier 
the while, and asking what his forefathers had been, and whether 
he had omitted any of " his arms." 

Giotto's mother-wit is clear from the quickness with which he 
practically punned on the soldier's words. His humour is shown 
in another of Sacchetti's tales, in which the novelist tells how the 
painter, being out with a party on the way to San Gallo, was 
tripped up by a plg^ and laughingly rose with the remark that 
the brute had done right, seeing that pigs' bristles were one 
source of his daily eaming^, yet he had never done anything for 
a pig in return. 

Looking in at the church of the Servi after the accident, one 
of the party, looking at a picture of the Nativity, cried out, " How 
is it that Joseph is always represented with such a melancholy 
face ? " npon which Giotto replied, " Is it not natural . . . ? " 

The excessive lightness of the last jest has been considered by 
Btunohr as exhibiting some &ivolity combined with a certain 
coolness of spirit widely different &om that which might be 
expected from one who should so enthusiastically and unre- 
semdly acquiesce in the religioiis teaching of his time. But 
Giotto no doubt was far from yielding implicit faith to the claims 
of monks to sanctify. He may have had occanon to observe 
their weaknesses. Tb» immorality of many amongst the clergy 
was probably quite as well known to him as to his contemporaries, 
and he could jest where jesting was permitted ; but that he had a 
sense of the greatness of Christian truth is ahown in his works, \ 
and no one can fail to perceive that, without a profound conviction > 
and a deep aense of the truth of his subjects, Giotto could not I 
have produced the noble works which afford to posterity the 
means of admiring his genius and his talent 

* Norella V., u.s., p. 299. Yet in the aitarpiecea of the Baroucelli chapel and 
of tbe Bnn hh ironic it opus maoistbi joctl Hie tntciiptioii of the fonnw is 

perhaps modern. In the picture of the Louvre we have ni rs jocti rLfHiENTixi. 

* The inscnption exiited in Vasari's day, but is probably not of the same date 
as the picture. ' Sacchktti, u.«.. Novella LXIII., i., p. 203. 



Digitized by Google 



CHAPTER V 

GIOTTO AT NAPLES 

EABLT in the year 1326 Charles^ Duke of Calabm, who had 
been sent hy his father to take the Lordship of florence» 
asked Qiotto to paint his likeness, and the great Florentine 
represented the Duke kneeling in prayer before the Virgin and 
Child in one of the upper rooms of the palace of the Signoria.^ 
Long after the days of Charles the portrait was shown in that 
part of the public palace which was known as the "Depositoiy," 
where it was seen and described by Yasari before it finally 
disappeared under whitewash. 

King Bobert of Naples had been bncgr about the time of his 
son's stay in Tuscany with the rebuilding of Neapolitan oonyents 
and palaces, and, having finished Santa Ohiara and the Castel 
Nuoyo, looked round for an artist to decorate the walls of those 
edificea It is eaid that he consulted the Duke at Florence, and 
that Qiotto, on Charles' recommendation, was induced to visit 
Naples.' 

It is lees material to inquire how Giotto was pressed into the 
service of King Sobert than to determine when he made the 
journey to Naples, Charles, it is well ascertained, left Hmnce 

1 Yasari says that Giotto had previously visited Lucca to paiut in St. Martin, 
for Castmccio, a Virgin and Saints adored by a Pope and an Emperor (Vasaki, 
ed. Sansoni, i., p. 389). The altarpiece at all events exists no longer, thoogh Bo8i5i 
(Slorieo, ii. , p. 64) pretrad* ta htkV seen it '* Minj beltovwl,** Yteftri adds, '* t3»t 
the pontiiT and Emperor were Frederic of BsTeria eaid Nieolea V.'* Louis, not 
Frederic of Bavaria, was croA\Tied in Italy when Nicolas V. ascended the jmpal 
throne, and the date of this is 1828, not 1822.. But in 1828 Giotto was about to 
leave Florence for Naples. 

**YABAxr,ed. Seneoni, i.,l».880. See Ds BuLsin, Xe eoM df< Prffte^ ^n^olnl 
in the ArA, Ster* per U Pnn. Nap,, toI. xL ; BmMDwm Sfila, tp. eU» 
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at the dooe of 1327. Bobert promoted Qiotto to tbe rank of 
familiar" on the 20th of Januaxy, 1330. It was a dignity of 
which we caimot now measuze the importance, bat which was 
given nnder the Boyal Seal as a reward for good work done.^ 
Giotto th«s, it is evident, came to Naples in the interval between 
1328 and 1330, Ttesn is evidenoe that he was still residing 
there in 1332-3.' 

Aocording to Ghiberti,' Giotto's oceupation at Naples consisted 
in painting the Oastel dell* Uovo and adorning a hall in the palace 
of King Bobert with figures of men of renown.* Yasari dewoibes 
how the King first asked the master to decorate Santa Ghiara, 
whidi was a nnnnefj and a royal church ; and Giotto painted 
several chapels in the new building with scenes from the Old 
and New Testament and one with scenes from the Apocalypse, 
for which suggestions had once been given by Dante. Then it 

* '* 1S30. January 20. Ncapoli. Robertus rex Joctum (vulgo die, Giotto), Ac 
Beg. Rob. 1329 A, p. 20." In Schulz, JJcnkmdUr, u.$., iv., p. 163. 

* It Appotn froB tartneti nud« liy Dr. Matteo OuDm of Analfi ft«in « pftndeet 
of excerpts noted in the Neapolitan Archives before the fife whkih dwtvoyed the 
originals in the seventeenth century that the following record once existed: 
"1332-3. Joannes de Fatbeolo litigat cum notario Amico et liagiBtro Jotto piotore 
de Florentia." 

• * GBunrn, lia Oomm. In tiM Bibliotaoa UtgUabeoehUn*. **Iii Kapoli 

dipinse nel Castello dell' Uovo." 

♦ * The point to be emphasised ia that Ghiberti, and after hira Vasari, wrote the 
Castel deir Uovo for Castel Nuovo. The Castello dell' Ovo is at the south end of 
FizzoCaloone. The Cwtel Nuovo, the royal residence of Robert and seat of the 
OcNirt,^»iaB«artiiajMf^iiMiMr/iwActof Fbtnroih, and, as the posfs words in die 
Jlirurarium Syriacnm prove, contained the royal chapel of Robert. Yasari 
confused the two places, and put the " Cappella del re" in the Castello dell' Ovo, 
where it never was. Robert of Anjou added to the palace of Castel Nuovo, built by 
his grand&ther, Charles I. , and it was lien that Qiotto worked. See !)■ Busin, 
Xe east dW prtnelfi AmigoM, in the AreK, 8kr» per U prmt, Neg^*, toL zi*, p. 

If IHIXBI Riccio, Saggio Storico intomo alia cMeta delP Incoromata di JttgpoH « mici 
afreschi (Naples, 1845), and Vasari, ed. Sansoni, pp. 422-5. 

Amongst the documents relating to the palace of Castel Nuovo in the Naples 
Amhives ws find llie following : " Pro pretio oalds giasi suotilts oorionun uriamam 
oello oerts qnantitBtas aori fini eria idomU rinnoneri panni linm petioram ai^senti 
et stagni deaurati otree olei lini carbonum et certarum alianim rcnim emptmim ct 
receptarum per eum a diversis personis ac conversarum in opere picture dicte magne 
Cappelle . . . dicti Caatri nec non piotura unius cone depicte de mandato nostro in 
domo Magistri Zotti Frothomagistri operia diote pictnre, nao nan aalario soe raereede 
divsiaomm nsgistronim tani pictonun qaam mannalinin et atsaipolonun.''— Jbi^. 
An0,» im, & n. tW, IIbL 21«. 
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appeals he worked maaj other pieoee in the Cutel dell' Uovo 
and the Inooronata, and filled a hall with portruti of famous 
persons, inolnding himself, which were afterwaida destroyed hj 
Older of King Alphonso I,^ 

It is little short of a marvel that so much activity should 
have been shown, as we must infer from this narrative. Pietro 
Summonte, a poet and friend of Sanazzaro, writing from Naples 
to Marcantoni Michiel at Venice on the 20th of March, 
1520, told liim that the chapel of the Castel Nuovo had been 
once painted all round with scenes from the Old and New 
Testament by Giotto, but that in the days of Ferdinand I., and 
by advice of a councillor of little judgment, the frescoes were 
whitewashed, to the great distress of all those who knew their 
value. But, Summonte adds, there still exist in the church of 
the Incoronata, near the Castel Nuovo, paintings by Giotto's 
disciples which illustrate the dress and manners of the time of 
Boccaccio and Petrarch.^ A striking coincidence of date may be 
noticed in the different accounts of the destruction of the gallery 
of celebrities taken down by Alphonso I., and the obliteration of 
the frescoes of the chapel of the Castel Nuovo by Ferdinand I. 
These two princes succeeded each other on the Neapolitan throne 
in the middle of the fifteenth century, and it seems quite clear 
that none of the frescoes which perished during their reigns 
could have been seen by Vasari, though Ghiberti might have 
been acquainted with them. It is of the utmost interest to find 
that Summonte was aware as early as 1520 that the frescoes of 

• On his way to Najilcs, says Vasari (ed. Sansoni, i, jjp, 43S-4), Giotto stopped 
at Orrieto to see the sculjitures of the Duomo, and recom mended to Pier Saccone of 
Pietramala Agiiolo and Ai^tino, two Sienese soolptors, as best fitted to execute 
his (Giotto's) dcaign for the toub of Ooido Tulftti ^Amoa. Agnolo b kaowii by 
Noofdt lo lam lived between 1S19 eod 1848. Of ikgoetino there an notioee from 
1810 to his death in 1350. Agnolo's real name is Angelo Ventura. Agostino went 
under the name of Agostino di maestro Giovanni. He may thus bo the pupil of 
Giovmnui Fisano. Milamzsi, Doc Sen., i., pp. 208-6; Vasari, ed. Sansoni, i., 
pp. 428-48. BxnioirD, La SeuUtift Kemiku, Flonooe, 1897, L, pp. lOi-6, and 
DonoLAfl, Hidory of Siena, pp. 811, 818, 

• Agostino was best known iu Siena as an architect. He tcted as capo-macstro 
of the works of the cathedral, built, in part, the Maugia tower, and helped to make 
the aqueducts that brought the water to Fonts G^a. 

• The letter la glToi in Cicogna'e •'Eiaayoa the Life of K. A. Miclilel'' in the 
MitmarU iM lHUMt Feiufo (1881), ix., p. 56. 
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the Incoronata were not by Giotto, but works of Giotto's disciples. 
The only wall paintings whicli Vasari could have admired when 
he visited Naples are those of Santa Chiara, of which some 
remnants are still in existence, though most of them were white- 
washed by a vandal named Borrionuovo a century and a half ago.^ 
Approaching the old convent of Santa Chiara in the direction 
of the gate which opens towards the new church del Gesiit might 
have heen found some years ago at No. 23 a furniture shop, under 
the name of Francesco Tittipaldi^ This is part of a vast hall 
appertaining ol old to the convent At its extremity is a great 
fresco filling a square space circumscribed by a lozenge striped 
^th the anns of JBobert and Sandai 

Tike oomposition is Oiottesque, and symbolises the charity of the 
Randscana by the miiade of the loaves and fishes. The Saviour, 
youthful, Buyestio^ and pie-eminent in size^ sits in benediction on an 
elevated seat between two palms. At his feet^ baskets of loaves have 
been brought by apostles^ who aie grouped beneath him on each 
side. One of tiiese, on the left^ canies a basket which is to be added 
to thoae alieady destined for the poor. Another carries a couple of fish 
OB a plate. To the rights an apostle is in the act of throwing a loaf to 
the crowd; and in front of him St. Peter, leoogmsahle by his well- 
known type, distributes bread to a group of men, women, and children 
kneeling in a circle in front of him. In the foreground at that side 
St. Clara kneels in prayer with a chaplet between her fingers. In the 
foreground, to the left, St. Francis kneels in prayer with a bag containing 
bread slung over his shoulders.^ 

The fresco has been greatly injured, but is still remarkable 
for skilful arrangement as well as breadth of handling and well- 
blended tone.^ The figure of the Saviour is majestic in its 

^ * They ware not madly wMtewiflhed, but oormd with ttnoco by Boriloiiiiofoi. 

See Yasari, ed. Sanson!, t, p. 890, and P. Bekxdxtto Spila, U71 Monumento di 
Sancia in Napoli, Naples, 1901 , p. 95^ P. BfllMdetto*8piU pieids that the ftttsokt 

on P. liorrionuovo are exaggerated. 

* * Tbcae buildings are now used as the printing-office of the Corners di Napoli, 
' The heedi of ^ group of apoeHee on the right are elmoet ohiitanted. 

* The blues, being painted in tempera, have been altered hy tilMi The verde 

tones in the dresses liave liccoiiie dark, especially in the figure of the apostle holding 
the fishes, and iii the green mantle of the female taking tlie bread from St. Peter. 
^Vheu it is stated that this fresco, when Qrst observed, was concealed by chairs and 
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regularity — the eye is correct in form, the face open. There is 
not a single example in Naples that is more in the character and 
spirit of Giotto than this. It is either the work of the great 
( Tuscan himself or that of a disciple painting under his saper- 
; intendence, with Giotto's composition and design before him. 
The most careful search will not enable us to discover any 
freBOoes of Giotto in the present monasteiy of Santa Chiaim; 
and, with the exception of feeble prodootions aaaigned to Simone 
Napoletano, there is not even a Giottesque picture there. ^ Of the 
ohiirch appertaining to the monastery, the walls have long been 
whitewashed; and the portable altaipieoe, called the Madonna 
delle Giasie, assigned to Giotto, is a poor specimen ol lonrteenth- 
centmy art' That he also painted pictures on panel may be 
inferred hem the remains of two figures of saints preserved by 
Count Gaetani at Naples. One of these is a bishop of the 
jPrandflcan Order, with the arms of Bobert and Sanda 
embroidered on his dreas, and holding a crozier; the other is 
a saint carrying a book. The nimbos in both is refreshed, tihe 
rest rained by time; still the panels presenre enough original 
character to justify tiieir being assigned to Giotta 

The inflnenoe of this great master is shown not only in the 
decoration of the diapel of the Incoronata» which we shall presently 
examine, but in the chapter hoose of the monastery of Bonna 
Begina at Naples, where several artists of the fourteenth century 
appear to have laboured. 

On one of the walls between two windows the Last Judgment is 
represented with the arcliangel Michael, the Virgin and the Baptist, 
Christ sitting in majesty with the prophets and angels, and saints and 
doctors of the Church. The elect are led to Paradise by the Virgin 

otlm trtiolM of ftimiton hung upon ittili to tto waU, it will be ouier to oonecivo 
the rain of some puti ihoii to understand how uy portion WM pnaerred. Tho 
fresco adorned the lower part of a wall, the upper part ii howOTtr gOMi, ao is likewiao 
every vestige of painting in other parts of the hall. 

O ^ There is a Qiottasque fresco in the He/Utorio dei Fraii, In it the Christ is 
reprceonted seated on a Gothie throne. In front kneel on the one side Xing Bobsrt 
and the Duke of Calabria, on the other Queen Sancia and an Angevin prinoesa. To 
the right of the Saviour stand three saints, the Virgin, St. Louis of Toulouse, and 
St. Chiara. To the left are St. Jolsn, St. Francis, and another saint of his order. 

^ Lamzi mentions this picture as by Giotto (see JUulory 0/ I^aiiUing^ iL, p. 3). 
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Mary, the lost souls driven to eternal fire by angels. On side walls in 
the same edifice are scenes from the legend of {5t. Ursula and the 
Passion, ending with the death and resurrection of GiirisL 

Though much worn and blackened, the Judgment may be seen 
to partake of the double character of the old art of the twelfth 
century, which is particularly displayed in the violent action of 
the angels, and a technical treatment or selection of forms and 
faces, modified by the mfluence of the Florentines. The scenes 
of the Passion display even more aeqnaintance with the types 
and methods of Giotto.* 

In the chapel of the Incoronata a painter, whoee education 
was evidently influenced by the teaching or the maxims of 
Giotto, painted the seven sacraments of baptism, confirmation, 
eommnnion, confession, ordination, marriag6, and extreme unction, 
and subordinate scenes from the Old Testament. These frescoes 
were long assigned to Giotto,' altiiongfa, in the sacrament of 
marriage^ the ceremony represented is that of the nuptials of 

X. Berteux, in a long and cloMly reasoned argunicnt, si]jj])orted by adequate 
evidence, lias shown that the frescoes of Santa Maria di Donna Regina are by 
Sienese niastcTs. He demonstrates that, both in their technique and in their types, 
these works are Sieuese, comparing them with the works of Simone Martini and 
Loranaetti at AiciflL The artiste of Soate Maria di Donna B^na, like 
Pietro Loreiizetti and other great masters of their own school, were not uninflaenoed 
by Giotto, l)ut they did not lose their Sienese characteristics, and in some cases 
reproduced with but little alteration the representations of saints to bo found in 
Simone's altarpieces. Bkrtaux, Santa Maria di Danna Regina e VarU tenese a 
Mapoli ntl M0OI9, xiT. Naples, Oknniai, 1899. See aleo a leview of M. Berteas'a 
book by OL voii Fabrie^, in tiie Bq^ertoHim /Or £uiutwi$tnuAqfi, Band 
Heft 5. 

The frescoes of the Incoronata are vevj similar in style to the works of 
Simone, and were probably painted by a follower of his. Sienese painters and 
•eolptors were miMii patmdeed by the Angevin mtere of Naplee ; and theae 
frescoes seem to us to be thoroughly Sienese in style. It is difficult, however, for 
anyone who knows well Paolo di Maestro Neri's authentic works at Lecccto to agree 
with bchubring that the Incoronata f rescoes are by that master (see the Ji^pertorittm 
flir jauuMmimk0t Band xziiL, Heft 4 and Heft 6). The fteeooei at the 
Inootonate have been tiie anl^eet U a lo^g eootroveny whieh is net yet ended. 
It was Signor Camillo Minieri Biccio who first showed conclusively that these 
frescoes were not by Giotto (Minieki Hiccio, Saggio Storico intomo alia chiesa dell* 
Incoronata di Aapoli t swri agreschi, Kapoli, 1846). A quotation from bis mouo* 
graph is given by Milenesi in bis editkm of Yaeari, vol. i., pp. iSS-fi. 
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Louis of Tarentum with Giovanua, queen of Naples,^ which 
occurred in 1347, eleven years after the death of Giotto. More 
than this, the church of the Incoronat^ was only commenced 
after the coronation of Louis and Giovauna, which took place 
with much pomp in 1352 in the Palace of the Princes of 
Tarentum, near the Castel Nuovo.* Petrarch, in a passage of 
the Itincrarium Syriacuni, has been the innocent cause of sub- 
sequent errors as to these frescoes. Addressing his friend John 
de Mandello he says : — 

'*Heie stands Kapk^ a city that has seldom had its like amongst 

those seated on coasts. Here is an artificial haven, and by it the royal 
palace, where, if you land, you will not fail to enter the chapel of the 
king, in which a painter, late my contemporary and the chief of OUT 
age, has left great monuments of his genius and hia hand."^ 

For a long time it was generally believed that the Incoronata 
was the chapel of the king here alluded to by Petrarch, and for 
this reason : On the site of the Incoronata was of old a chapel 
ctdled the Cappella di Giustizia, which, according to several 
authors, was built by King Robert* It was incorporated after- 
wards with the Incoronata, and hence topographers assumed 
somewhat hastily that this chapel was that to wliich Petrarch 
alluded. The CappeUa di Giustizia, however, was built, not by 
Kobert, but by Charles II.,'* and never was called Cappella 
del Pic. On the other hand, the royal chapel is proved by 
documents to have been an appendage of the Castel Nuo^'o, 
founded by Charles L in 1279,* and still unfinished in 1309, 
when Charles II. died.'^ It was in this chapel that Montane 
d'Arezzo painted for King Robert previous to the arrival of 
Giotta That the Castel 2^uovo was dose to the palace on the 

^ Hfstoriaai who wish to p w s wTO theM irorks to Oiotto say the nmptiali are 

those of Andrew of Hungary with Giovanna. 

' See Regist. Arch. R. Siclao, an. 1302, 17, 32, 47, etc., inGiusKPPR Angklucoi's 
LetUre sulla chiesa cUW Incoronata (8vo, Naples, 1846), pp. 6, 7> 8. Mattbo Yillani, 
lib. lit, cap. 8. 

* XnuBOBaHi, Staria ddia LeUmOura, ▼. lib^ L (8to, KaplM» 1777)» p. 101. 

* Aloe, Ventimiolia and Gallo's Annals. 
^ Giuseppe Angelucci, u.s., pp. 6, 7, 8. 

* Camska, Annali di A^apoli, an. 1279, i. p. 322. 
' Onrawpx AffOKLVOGi, pp. 10, 11. 
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Naples harbour is certaiE from the records in the Sidlian archives.^ 
That Giotto should have painted in the Castel Nuovo may thus 
be inferred from the words of Petrarch. That he painted in the 
polaoe 28 affirmed, as we saw, by Ghiberti. It is possible that he 
also worked in Castel dell' Uovo, seeing that Montano d'Arezzo 
bad already laboured there. It is not possible that he should 
have executed the frescoes of the Inooronata; for as works of art 
they bat too evidently bear the impress of another hand 

These paintings oorer the gK^ned Tsnlting of the choir of tiie ehapel, 
and are of irregular shape. The artist xepiesents the lite of baptism in 
the oentie of an octagon temple, where a naked infant is held by a noise 
over a font| and receives the holy water from a cap in the hands of 
a priest. Behind the latter an assistsnt holds the salt box, whilst the 
leeond godfather and the godmoUier look on at the oppoeite side, 
A yonth, on the steps of the baptistery, holds a lighted taper, whilst, 
in the foreground, three women look at the infant as two females deposit 
him in a basket An angel flying down hovers oyer the scene with 
a torch in his left, giving a blessing with his right hand.^ In the 
Confinuation a princess, wearing a diadm, stands with an infant in her 
arms, which a bishop in front of her confirms. Behind are a female 
and a girl holding a child, whilst in the foreground another child is led 
up the steps of the church by a dame. An angel hovers over the 
building.^ A group of kneeling Christians preparing for the Communion 
is ably placed inside a temple by the artist. To the foremost of them 
a bishop, witli a chalice in one hand, gives the host, whilst the attendant 
clergy stand behind, and two figures in rear look on. In the air two 
angels wave censeis.^ The sacrament of confession is given in an open 

^ "Joanellos Paooe et Jnliamis de Angelo de Napoli magistri tarsienerii, 

Tarsienatus Neapolis inventarinni faciunt bonoram omnium existentium in ipso ; 
et dictus Tarsienatos situs est jiuta hospitium ammirato plate® portus civitatis 
Noipalia, et jnxta molmn puram jnzta r^nm Castmm Novum, jnxte tnireotBin 
moli magni et ecclesiani Sti Nicolai." Ex Begpst Aldb. R. Siclae, put iL, 
tn. 1382, Arc. F., moz. 6, No. la, in ANOELUCcr, u.s., pp. 13, 14. 

^ The group of women putting the child into a basket is almost obliterated. 
The figure leaning over is likewiM almost gone, and fha heads of tiie two remainiug 
figures are repainted. The whole of the upper part of the baptistery and the figure 
of the angel are new, and the figqie^ most to the left in the buUding, is alao modem, 
with the exception of the head. 

* Here again the figmaa of the prineeaB and inlknt, and part of the figore, with 
tile child behind her, are all of tUi painting that has not been retouched or renewed. 

* This fresco ia better preserved than the two otben ; bat the profilea are low, 
and the drawing of the figures broken and angular. 

II. — H 
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portico outside a church. A dame at the feet of a listening priest 
unburdens her conscience ; and three penitents, holding scourges, retire 
with their faces concealed in their hoods to perform penance. In the 
air three devils fly away, as if exorcised by the blessing of the priest.^ 
A pope, in the Sacrament of Ordination, is seen under a dais, placing his 
hands in the palms of the candidate, whilst churchmen of various 
degrees stand around. In this fresco more than usual individuality 
and variety of attitude are conveyed.* The ceremony of marriage is 
represented in a church hung with rich tapestry. A monk unites the 
hands of a princely pair beneath a dais, held by four attendant courtiers, 
and in presence of a crowd of churchmen and friends of both sexeB. 
Two figures may be aeea wmnding a long bncen trumpet^ whilst m the 
foregromid a troupe of danoeis moTee to the loinid of a viol and a pipe. 
In this group a may be noted in the headflb with aome 

graoe of motion and ooetame;* and, in geneial, tiie diatnbatioii of the 
aeene ie better conoeiTed than in the semaining freacoea. In the 
Saeninent of Eztmme Unction the gaunt figoie of a dck man may be 
obeerved, miaed on a bed hy a female^ whilat the prieet anomta tiie lipa 
with the holy oil, and another eodesiaatie looka on, holding a taper. 
The wailing relatives stand or kneel around. Oatside angels chastise 
devils.^ Modem criticism has assigned to each of these subjects its 
meaning. In the first Charles, the son of the Duke of Calabria, lecetTea 
the rite of baptism ; in the second the three children of Giovanna — 
Charles Martel, Catherine^ and Ffanoeeca — are confirmed ; in the third 
Giovanna takes the Communion; in the fourth she confesses; in the 
fifth Louis of Ai\jou is consecrated Bishop of Toulouse by Pope 
Boniface VIII. ; in the sixth Giovanna is married to Louis of 
Tarentum ; and in the last Philip of Tarentum receives the final 
consolations of religion. In the lunettes of the chapel vestiges of 
scenes from the life of Joseph may still be seen : Joseph appears in 
prison ; he resists the temptation of Potiphar's wife, and here the figure 
of Joseph hiding his face with his hand is not without chaiacter j and 

^ Ths loirar part of this freaoo is gone, sad the figure of the first penitent 
resfcoied. 

' The greater part of the eight fimgroimd fignns is almost obliterated. An 

angel here also fliea downward. 

* The head of the queen and two nearest attendants, the upper part of the 
offieisting m<Mik, are repeinted anew. 

* An eighth fresco, now almost totally obliterated, seems to have represented the 
Saviour in Glory, in front of whom stands a f\g\\vc of Religion holding a chslioe, 
whilat on each side saints are grouped, who hold flags. 
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Jacob is told of the death of Joseph. In other parts of lihe chapel (be 
finding of Moeee and the Bunung Buah can be tnMsed.^ 

Historical evidence having been satisfactorily adduced to prove 
that these frescoes could not have been executed by Giotto, they 
are now decried as much as they were before praised.^ They are, 
in truth, but a development of the Giottesque manner by a 
painter of the middle of the fourteenth century who enjoyed 
a flicker of the llame which lighted the path of Italian art in 
Giotto's time, and who sought to carry out the master's grand 
maxims without his genius or energy. The lep^acy of Giotto to 
his pupils and followers was so great that, divided amongst a 
number of mediocre men, it still maintained a certain pre- 
eminence. Composition and distribution did not again materially 
decline. Giotto's pupils followed their master's example. They 
perpetuated certain compositions and preserved certain typical 
forms ; but the difference between him and them was great. He 
improved, they degraded, the bequest of an older art. In the 
ratio of their talent they approached or receded from the models 
which he created. The test of their ability was no longer to be 
found in the distribution or arrangement of incidents which, 
being the same^ required no new effort. The real touchstone was | 
design and execution. The painter of the Incoronata frescoes, . 
judged by this standard, is a fair imitator of the Giottesque 
manner; yet he must be placed in the second rank of Giotto's . 
followers. 

If a Neapolitan in name, he was a Tuscan in style If Giotto 
made a long stay in the south, there is no reason why Neapolitans 
should not have adopted his manner with partial success. Giotto 
could not take with him in his travels all the pupils or appren- 
tices who worked in his hottega at Florence. He might naturally 
trust to chance to Ond amongst local artists one more capable 
than the rest to help him. At Rome Hetro Cavallini wa8( 
evidently a good assistant' At Naples the most competent / 

^ Tliflw Twtigw of painting are altered in tone by mastio varnish. 

^ KuoLER, in his handbook, finds in tliein the jjortrait qualities of Giotto. 

Yet what a difference between these ami tlip }>ortraits of the chapel of the Pedestal 
* ' As we have ahready seen, there is uu prouf that Cavallini ever assiated Giotto 
SoDML Tbe probability is tiwt the younger master assisted* and vas inflnMioed 

bj the older. 8ss mUa^ VoL L, p. 94 notOt p. 88, and p. 98 nota. 
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I seeDU to haTe boon one respectiiig whom hMxEuna have been 
t hitherto sQent^ and this is Bobertcis di Oderisio. A Graoifizum 
by this artist may be seen in the ehnroh of San Francesoo 
d'Assifli at Eboli.^ The figure of the Sayiour is Qiottesqne, 
though it husks the pnre simplicity of form which characterised 
Giotto. Six angels in vehement action hoyer about tiie horizontal 
limb of the cross, tearing their dresses or gathering the blood \ 
from the wonnd& The Magdalen grasping the baM, St John 
and the Virgin in the arms of the Iforjs, and the nsnal crowd at 
each side complete the picture. A monk kneels in prayer on the 
foreground, and a scroll near him is inscribed with his name.* 

Here is a Neapditan painter who had endentlj been in the 
school of Qiotto, possessing a certain dramatiB power, a fair 
talent for expression, and as much knowledge of proportion and 
design as might fit him to hold a place amongst the good, if not 
amonget the best, pupils of the master. Bobertus is» above all, 
a conscientious draughtsman. He carries out the dear system 
of colouring of Giotto, and in the production of drapery is 
master of a broad and simple style. In the portrait of the | 
kneeling monk and in some profiles no mean power of imitating 
nature is exhibited. And in these qualities, as in others, he is 
not too distant from the painter of the Incoronata frescoes to 
exclude his possible claim to their authorship. In the whole 
of tlie Neapolitan school, such as it is presented to us by 
Dominici, it would be vain to seek a single painter whose works j 
would entitle him to a place by the side of Kobertus.* ' 
There is a tradition that the church of Galatina, in the province I 
of Lecce, was covered with frescoes at the close of the fourteenth 

1 Signor GiaM|q^ Angdnod, wboM diligmt mnnh baa lieeii thankfully made 
use of in theae pages, was the first to call attention to this v-ork of Bobartlli 
di Oderisio. ' hoc opi-s pinsit ROBERirs de oderi.sio de meapoli. 

* ' The Incoronata frescoes may be by Koberto Oderisio, as the authors contend, 
bat oonaidaring the quantity and oondition of fhat arfciat'a existing aehi«?Miieiit, it 
ia aoaicely poanUa to amTO at a daddad conclusion. Whether the master of the 
Incoronata Tvaa a Tuscan or not, he was primarily a follower of Simonc Martini, 
although not influenced by Giotto. Roberto Oderisio, as far as we know him, was 
Sienese rather than Florentine ; but upon the evidence before us it is not safe to 
aiaert dagmatioally that ha ivaa tha author of tha ftaaeoaa Oiovaaiia eanaad to ba 
painted, mumii^iout the fomtaanth century ISeneaa aitiata van at wcnk in Siaiia, 
and ibeaa worka may have been azaeatad by a Tubobd maatar. ^ 

t 
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century. The remains of pictorial decoration which are found 
in that edifice cover almost the whole of the walls and vaultings, 
those of the central aisle representing scenes from the Old and 
New Testaments, and including the four Evangelists, the doctors 
of the Church, and the seven Sacraments. The painter, whose 
name is unknown, is very feeble, but betrays some acquaintance 
with the wall paintings of the Incoronata at Naples, which we 
saw were by a follower of the school of Giotto. The subjects 
on other parts of the walls are of later date, one of them 
representing St. Anthony with a patron in prayer at his feet, 
being inscribed with the name of Franceaco da Arecio and the 
year 1435.^ 

Atri, in the province of Teramo, in the Abruzzi, well known for 
work which Vasari- assigns to Cola dell' Amatrice, preserves remains 
of very old paintings in its cathedral, where the scalinf^ of the wall 
in various places has laid bare frescoes of elementary execution 
underneath layers of plaster covered with work more modern, 
but equally defective. Amongst the older and better fragments 
of the fourteenth century ia a half length of the Saviour on a 
wall to the left of the main ingresB. The qualities which distin- 
guish this nameless painting are regular proportions, delicate 
form, careful outline, and a fair amount of expression. The artist 
might be Luca di Penna, noted in local histories as painter of the 
choir of the Duomo of Atri about 1382. But if Luca decorated 
the choir, his work must have been replaced by a more modem 
decoration in the fifteenth century,^ and the author or authors 
were men of no school, but local provincials of moderate skilL 

At Aquila there lived early in the fourteenth century an artist 
named Bartolommeo di Aquila, who undertook paintings on a 
large soale in Santa Obiara of Naples in 1S28> What skill he 

^ FKANCISCVS DK ARECIO. FECIT A.I>. MCCCCXXXV. 

* * Vuui dofls not tadga Miy ivwks at Atri to CkiU. E« aays that mukj works 

in the province in which Ascoli was situated were executed by Cola. It is writers 
like Orsini and the Marchese Biooio who auert tliat the Daomo of Atri was designed 
bj Cola. 

> Oooflolt N. Topii, De Origin* (Kaplw, 1665), i, lilk 9, ohapi IS, p. 128. 

* See ScHlTLZ, DerikmdUr, u.s., iv., p. 153. 

* There is some evidence to show that this Bartoloinnieo was a ptipil of Ciotto. 
It is possible that he was the artist who painted the Christ and iSaints in the 
BdMtorio dd Ftati at & OhiMm. 
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may hAve had it is not for us now to say. We cannot trace any 
spedfio work to his hand, and Aquila, at all events, has no 
paintings of the fourteenth century that display any talent^ 
though we still see a fresco of the Virgin and Child between 

two saints of this period below the portal of Santa Maria di 
Collemaggio and other work of an inferior class in Santa Maria 

Paganica and Sant' Aguese. 

The style which the Neapolitans formed upon the models of 
the Giottesques may be seen to more advantage in the apsis 
of San Giovanni del Toro at liavello, where Christ ia depicted 
sitting on a throne with the Lamb and the sjnnbols of the 
Evangelists above him, and angels at his sides, whilst lower down 
are numerous saints of both sexes. In other parts of the church 
are the "Noli me Tangere," and near the pulpit Christ between 
the Virgin and Evangelist and the Annunciation. But these are 
not Giottesques imbued with the true spirit of Giotto, and the 
compositions are still those of the olden time which the Neapoli- 
tans treated with traditional reverence. 

Feebler again are St. Louis of France and his brother, a Trinity, 
a Crucifixion with the Virgin, the Evangelist and Magdalen, and 
other injured frescoes of extremely poor execution in the abbey 
and abbey church of La Trinity della Cava dei Tirreni. 

Amongst the artists of the fourteenth century who are supposed 
to have been the pupils of Simone Napoletano are Gennaro di 
Cola and Stefanone, Francesco di Simone, and Colantonio del 
Fiore. The first of these, who is said to have been a contempo- 
rary of the second, was born, according to present chronology, in 
1320. A series of frescoes in San Giovanni in Carbonara of 
Naples, long considered to have been their joint production, has 
recently been surrendmd to its real author, Leonardo di Bisuccio 
of Milan.^ The frescoes in the chapel del Crocifisso at the 
Incoronata of Naples would prove Gennaro di Cola to have been 
a very feeble painter of the close of the fourteenth century, 
untaught in the art of composition and unable to depict the 
nude;' and this is true in so far as a part of these paintings 

> TlMte adom Uie oofeagooal ohftpel of Ser OloraiiiiiOunoiolo, and an ioaeribed. 
See jmifoi. 

' BefmaeDting a oombat, a prooenUm, portnita of Uahopa and laiiita, and 
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is concerned, one of them (a combat) being by a later and still 
poorer hand. No different opinion will be derived from three 
panels which stand under the name of Gennaro in the Naples 
Museum. These formerly belonged to the church of the Incoro- 
nata — are in the form usually called in Italy the " Conception," ^ 
between characteristic figures of St. Peter and St. Paul, and are 
coloured in warm tones with the precision and care of a miuia- 
turiflt A certain relation may, indeed, be traced between these 
pictures and the frescoes in the chapel del Crocifisso. The 
painter is of the close of the fourteenth century, with local 
Neapolitan peculiarities and not particularly Giottesque * Were 
Stefanone to be judged by a much-damaged fresco of the Eoot 
of Jesse in the chapel de' Preti Missionari of the cathedral at 
Naples, he would be, as stated by Dominici, a painter of the rise 
of the fourteenth century. If, on the other hand, we consider 
a Virgin and Child in the Piccolomini chapel of the church of 
Monte Oliveto,' he will appear as a painter of the fifteenth 
century, influenced by the manner of the early Flemings; and 
this may be inferred as much from the character of the landscape 
distances as from the disproportionate size of the heads, the 
vulgar features of the Virgin, the coarseness of the anatomy, 
the angularity of the draperies, and the darkness of the high 
surface shadows.* Bat the uncertainty which exists as to the 
works of Stefanone is proved to absurdity hj the attribution 
to him of a pictuie of the sixteenth oentuzj in San Domenico 

St. Martin dividing hia cloak. The ceiling, cut by diagonals, contains three scenes 
out of the life of the Virgin. The fourth, with a sobject of a different clsaa, is 
more modem. These frescoes are, however, partly obliterated, partly renewed, and 
tilt ntt much damaged by damp. The nude of the beggar to whom St Martin 
giTM hit doftk to bid and fll drum. 

' Namely, the Vii^gia on th« 1^^ Hi St Anna, the Saviour on tilt kp of 
Virgin. [These pictores are assigned erroneously to Neri di Bicci.] 

> One may note the tendency to represent hands with pointed hngera. The 
three panels are niiich damaged. 

• Bnthronad under a ouMpj batwem St Jeromt and another sunt, and adored 
by a miniature donor. [Thto piotwe hM bssu fsooTtd and dtoHipsind aiBM th* 
above lines were written.] 

* A picture iu the Naples Museum assigned to Ste£anone, and representing 
St James nading in a glory of angels, is in tiM ityfo of the picture of Monte 
OUvoto, bot of inlMor noikmaatlif and diainisd \rj tims^ dirt Mul nstoriog; 
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Maggiore,^ finished, according to the Guida dei Scienziati, by 
Franco d'Agnolo, a painter of the close of the fourteenth ! 

Francesco, according to tradition the son and pupil of the 
mythical Simone Napolitano, has been considered the author of 
a Madonna in a recess of the tomb raised at Santa Chiara in 
honour of Antonio di Penna, secretary to Ladislaus, King of 
Naples (1386-1414). Antonio and his brother Onofrio kneel at 
the Virgin's feet and adore the infant Saviour, who holds a flower; 
but the lower part of the fresco is obliterated. The remains may 
have been executed by the son of one who lived in the fourteenth 
century, but the style in which they are painted is different from 
any displayed in the various frescoes assigned to Simone, and have 
nothing in common even with the works of Francesco's alleged 
contemporary and fellow-pupil Colantonio del Fiore. Dominici 
declares that this painter was bom in 1352 and that he died in 
1444; but there is every reason to believe that these dates are 
those of paintings classed under a conventional name. Pietro 
Suinmonte the architect, who, as we saw, wrote letters upon art in 
the sixteenth century, pretends that del Fiore abandoned the old 
method of tempera for the Flemish method of oils, which he learnt 
from E4n^ of Anjou.^ It may be supposed that Summonte, when 
speaking of Colantonio, intended to speak of Antonello of Messina, 
who oertainlj began to paint in oil about the close of of 
Aogon's reign. 

The proofs which Dominici, Tutini, Celano, Eugenio Carraciolo, 
and all subsequent writers, set forth to establish the existence of 
Colantonio in 1375, is a triptych in the choir of the church of 
Sent' Antonio Abate at Naples, representing St Anthony en- 
throned and in the act of benediction amongst angels and saints* 

^ Tliis picture at San Domenico Maggiore is id the Ca]ipclla Brancaccio. In the 
centre of the decoration is tlie Madonna dclle Grazie (fresco), assigned to Franco 
d'Agnolo — a Giottesque production all but obliterated by repainting. At the sides 
are two panels on gold ground, one of them, the Magdalen assigned to Stefanone, 
Ml Ugly pieoe of aizte«nih<oeiitavy work ; the otiior a St Domliiitt, ttrfgned to 
Franco d 'Agnolo, but in the manner of Andrea da Salerno. It is probafalo that 
both the Magdalen and St. Dominic are by Andrea da Salerno, the l«ttor» howsfor* 
being almost unrecognisable as his work on aoooant of repaintiiig. 

' Sao Soinmonte's letter, p. 819. 

* 88. John EvftDgdiit, Looii of TbalooM, Peter, and fnnoii. 
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Tuscan in composition, style, drawing, colour and draperies, this 

picture, which bears the date of 1371, is by Nicholas Tomasi, a 
Florentine whose name is on the list of the first artists who joined 
Jacopo di Casentino in founding the guild of St. Luke at Florence. 
As a proof that Colantouio still lived and laboured in 1436, the 
authors above quoted trust to the evidence of a picture in two 
parts, of which the upper represents St. Francis surrounded by a 
choir of angels and saints, the lower is devoted to the subject of 
St. Jerome extracting a thorn from a lion's paw. The first of these 
pictures, separated from its companion, hangs in the church of 
San Lorenzo at Naples under the name of Zingaro, and is 
remarkable for a close resemblance to the manner of Roger Van 
der Weyden. Tlie second, in the Naples Museum, is essentially 
in the Flemish style also. Both are utterly different from other 
pictures assigned to Colantonio. The date of 1436 is not now to 
be found in either of the panels under notice.^ As to a damaged 
fresco of Giottesque character assigned to Colantonio, which still 
remains in the lunette above the portal of Sant* Angelo a Nilo at 
Naples,^ it is not easy to speak with any certainty. The four 
works, however, assigned to Colantonio, represent him variously 
as a Tuscan or a feeble Giottesque of the close of the fourteenth, 
or a Fleming of the fifteenth century, and it may be fairly aasumed 
that no such painter ever existed. 

That Giotto exercised a certain influence in the kingdom of 
Naples is evident, but in this, as m other parts of Italy, he be- 
queathed the art of which he was the sole master to inferior men, 
who followed the letter more than the spirit of their master. His 
intercourse with Bobert of Naples, as Vasari describes it, illus- 
trates anew the powers of retort and the readiness of Giotto, 
whilst it places the King in the light of a condescending and con- 
siderate patron. Bobert often visited the painter to hear him tell 
stories, or see him work, and seemed so pleased with his company 
that on one ooeasion he went so far as to say he would make 
Giotto the greatest man in hie kingdom. The painter's answer was 

' Angelo Criscuolo, indeed, affirms that it nerer eziated. See ft qiiotation from 
his MSS. in Luioi Catalani's Discorso, u.s., p. 13. 

' Virgin enthroned between kneeling figures of St. Michael and Cardinal Bain> 
ftUo. 
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no doubt clever, but cannot be understood in our day. Clearer to 
modern ears was liis reply when Robert advised liirn to suspend 
his labour, on account of the great heat. " I should certainly sus- 
pend it," said Giotto, " were I King Robert." Again the King 
having expressed a wish that he should paiut a picture com- 
prising a miniature view of the kingdom of Naples, Giotto drew 
a saddled donkey pawing a new saddle at his feet. On both the 
royal arms, the crown and sceptre were emblazoned. The King 
could not understand the joke till Giotto explained that the 
kingdom and ite subjeotB were here al^gozioallj depicted, they 
being ever anzionB to find new mastera.^ 

On his return from the sonth, Giotto passed through Gaeta, 
where he painted. In the Nunaatai scenes firam the New Testa- 
ment,* and Bunini, where he produced frescoes which have 
perished.* 

On his return home he was appointed on April 12th, 1334, 
master of the works of the cathedral of Santa Maria del Flore, 
then called Santa Separata, and architect of Florence and Floren- 
tine edifices and fortifications.* 

Founded in 1298, and unfinished when Amolfo died, Santa 
Bfaria del Fiore had received but few and alight ornaments in 
accordance with the original design, preserved in the time of 
Baldinucd amongst the curiosities of the Scarlatti fionily.* It 

* Vasari, ed. Sansoni, i., p. 391. 

* These pictorM periahod during the modeni altrntioii d the eimndi. Thaj 

were already seriously damaged in Yosari's time (Yauii, ed. SaDsoni, i, p. 891). 

* Vasahi, ed. cit., i,, p. 392. St. Thomas Aquinas, reading to his brethren in 
St. Cataldo of Rimini, no longer exists. The painting was known to Kiccobaldo 
Ferrarese (in Murato&i, vide infra). Those in S, Francesco representing, as 
Yaaui eeyB, the mbAdes of the Beeta MeheHMi oiimot ha?e been by Oiotto, for 
Uichelina only died in 1856. 

The document printed in Baldikucci, iv., pp. 80, 31, and Gayk, Car- 
Uggio, i., pp. 481, 482, is now in the Archivio at Florence in Libro cU* Frovisioni, 
an. 1384^ p. 84. Richa statee that in the raoords of the Arte ddh Leu a* 
FlonnoB Giotto ii appointed, in 1882, to oontlnne the mnice of the Florantine 
oafhedzal, and is ferhidden in the meanwhile to leave tiie city. Richa, howover, 
doee not give a copy of the alleged record. See Chiese, vi., pp. 23, 24. 

* We shall see {posUa) that Giotto, who is said to have designed the fa9ade of 
Santo Maria del Fioie,ne?er did anything of the kind. A view of it in ite early 
■tote ie repmented in tiie gireat fieieo of the Ohppeilone del SpegnnoU at Santo 
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was a mere fragment of a cathedral without facade or cupola, 
without a bell tower. Giotto was appointed to design the cam- 
panile ; and a public decree expressed the confidence of his fellow- 
citizens in his ability to do so : — 

"The flozentlne republic desired that an edifice should be con- 
structed so magnificent in its height and quaUty that it should surpass 
anything of the kind produced in the time oi their greatest powei by 
the Greeks and Bomans." 

Posterity has acknowledged that the lofty purpose set forth in 
the Florentine decree was completely realized. 

The foundations were sunk to a depth of 38 feet, and on the 
18th of July, 1334, the first stone was laid by the Bishop of 
Florence in the presence of the clergy, the priori, and all the 
officials of the city.* It is recorded of Charles V, that when he 
visited the Florentine cathedral he expressed his regret that a 
tower of such splendid materials could not be put under glass. 
But age has only added to the loveliness of a structure which has 
never ceased to be admired since it was first raised, and decorated 
after the design of Giotto, with the carved work of Andrea 
Pisano,* 

It was once affirmed that Giotto was the designer of the fa^e 
of Santa Maria del Fiore, and that he planned the decorations 
which were already at the height of the gateways when copied by 
Domenico Ghirlaodaio for the fresco of S. Zanobi in the Public 
Palace at Florence. But Giotto did not even live to see the 
campanile finished; and Pneci, in the Cmtilogmo, which is one of 

Maria Novella in Florence. A drawing of the front, from Arnolfo's design, in 
pOMMuon of th« Scarlatti, may be seen in Rioha, Chieu, vi., p. 51. 

* The snppoflitioii that in this fipetoo was npramted the actual facade of Santa 

Maria del Fiore is erroneoas. On this whole question see Naedini, 11 SiaUma 
tricuspidole e la facciata del Duomo di FxrenzCf Leghorn, 1871 ; and Nardini, Jl 
Campanile di Sania Maria del Fiortt Florence, 1855. Dr. Nardini asserts that in one 
of IVioosUi'ifreflooesin theOoimntofBiall^^ 

trtioii of Amolfo't fih^ada. Bat a yet osrlier view of the facade is to be found in a 
fine Florentine cassone of the mid& of the ftuMrpOMite, whioh ie in the p oeeeei i oa 

of Mr. A. E. Street, of London. 

* Vasa&i, ed. Sansoni, L, p. 398, who assigns to the laying of the first stune the 
date of SvSnj Mk TtUAm (Gio.), O^wnoea, zi., p. 12. 

* Vmau, iL, 88; iii, p. 106. 
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the inoaL trustworthy sources for local Florentine history in the 
fourteenth century, informs his readers that the tower was only 
brought up to the level of the first relief by Giotto ; that it was 
then confided to Andrea Pisano, and finally entrusted to Francesco 
Talentl* That Ghiberti should have thought that the first reliefs 
were carved as well as designed by Giotto is due to the fact that 
he saw Giotto's design,^ from which we can discern that Pisano 
worked.' 

During the progress of the campanile, Giotto was not idle. He 
furnished an altarj)iece, of which all trace has been lost, to the 
nuns of San Georgio of Florence, and he painted a great fresco, 
which subsequently perished in the Palazzo del Podest^, repre- 
senting allegories very similar to those with which Ambrogio 
Lorenzetti, about the same period, adorned the public palace of 
Siena, viz. the government of Florence, under the form of a 
judge, with the even balance resting on his head, and Justice, 
Temperance, Fortitude, and Prudence in attendance. In the 
Eadia, where his firstling work was executed, he also painted 
a series of half lengths above the arching inside the portal,* and 
then he went, with permission of the governor of the city, to 
Milan for the service of Azzo ViscontL 

It is somewhat unfortunate that historians should have neglected 
to describe the purpose for which the Lombard princes required 
Giotto's servicea. It is not to be credited tiiat he undertook any 
works of great importance. Whatever they may have been they 
were not preserved and the solitary relic of Giotto's art which 
Milan can now boast of is a Vuqgin and Child in the gallery of 
Brera,<^ the centre of an altarpiece which once belonged to Santa 
Maria degli Angeli outside Bologna, of which the predella and 
sides are in the gallery of Bologna. 

The Virgin at the Erera is enthroned. The infanl Christ in her 
arms clings with his left hand to his mother's dress, and smiles as he 

> Pvooi, canto hoar, 

* ' In the Opera del Duonio at Siemt ia a drawing whloh, aMOrding to Dr. 
Nardini, represents the master's original design for the towet. 
» Ghiberti. In Vasabi, ed. Le Monnier, i., p. xix. 
* Vasa&i, ed. Sanson!, i., p. 399. * Ibid. ; Villani, xL, p. 12. 

Tb» wbola of fhii olturpiMW ia now in llio gallery at fiologna. 
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cndettvwni irith his right hand to caress her chin. Haiy is veiled, and 
the mnsUn tinder the Une man^ which cotbeb her head, is gathered 
round her face and neck. The smile of the Child is hard and nnnatural, 
the look of the Tiigin severe and grave. The Infant is in a white tonic, 
edged with gold. In a medallion in the cusp of the panel is the 
Eternal, with the sword of the Apocalypse. 

The sides at Bologna contain figaree of the archangels MinhftBl and 
Gabriel, St Peter, and St. PaoL Itve medallions, in a predella, com- 
prise half lengths of the Ecce Homo, between Many and John Evangelist, 
and John ft ^ TRft p^ jniir and Maiy Msgdalen. 

It is, perhaps, unfair to judge of the merit of this altarpiece 
from what remains of it, if the draperies of the Madonna have 
been refreshed, as their brightness inclines us to suspect. If the 
panels at Bologna have suffered from overcleaning, it may not be 
quite just to say what may otherwise be correct, that the altar- 
piece was originally one of the minor works of the master, and 
that parts of it betray, by minuteness of finish, the hand of 
assistants, and that the figures of the predella are of inferior 
make.^ 

Old guide-books pretend that the altarpiece was ordered by 
Gero Pepoli, who founded the raonaistery of Santa Maria degli 
Angeli, in 1330, and one in particular ventures to affirm that 
Giotto painted it during a stay at Bologna. But for this the 
authority is scant, and frescoes, assigned to Giotto by very old 
annalists, fail to convince us of the presence of the master in that 

' The Virgin's dress is repainted at the place where the infant Cliriat clutches it. 
On the edge of the throne footstool on the Brera panel we read : op. kaoistbi jocti 

Hi v&obJL 

* Zanotti's Mils Anon, di Bologna, 1792, p. 898, states that Giotto painted 
the walls of the convent church of Santa Maria degli Angeli, and was lodged and 
boarded in the convent for eight months. But there are no authentic records of 
these facts, and the 6th edition of Malvasia'b PiUur* , , , di Bologna (12mo, 
Bologna, 1776), p. 818, merely states that the altirpieoe above deeoribed is in the 
•aeriaty of Santa Maria degli Angeli, and *'majf luvtt been ordered of Giotto by 
Gero Pepoli." Zaho's Chraiieola di Bologna, a manuscript of 1554, reprinted in 
Bologna in 1844, assigns to Giotto four figures, painted on the Galliera Gate of 
Bologna. Bat we can hardly credit aa aathor «]m» i«(giit to Giotto a part of 
the fteUe freieoM of tht ohudi of Honuata (aoo Lahsi, pp. U» 27). 
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Several pictures of Giotto are dispersed m the cities of the 
Continent, and of these we may notice the St. Francis, which 
bears the master's name, and, after having been preserved for 
centuries in San Francesco of Pisa, came, by fortune of war, into 
the collection of the Louvre. Notwithstanding copious and irre- 
parable accidents and injuries, it is impossible not to recognise in 
this picture the genuine stamp of the master. 

The knoeling saint and the figoie of CfanBt^ in tbe ahape of a aemph 
in the sky, sending downwards the lajs of the stigmata, are identical 

with those which we find in the upper church of Assisi, or the chapter 
house of S. Antonio at Padua. In the predella, St. Francis, in presence 
of HonoriuB III., supporting the fallen church, St. Francis leoeiving 
the rules of lus order, and St. Francis with the birds are mere muiia- 
tores of the same salgects in the Upper Church of AasiflL^ 

It may be doubted whether Qiotto painted this picture at Pisa» 
whether, indeed, he ever made any stay in that city. His author- 
ship of the fresco of the patient Job, in the Campo Santo, maj be 
contested on safe gronnds, as we sh^ see later on, when speaking 
of the painter Francesco da Volterra. 

Amongst the pictures which adorn private collections we may 
note the Entombment of the Virgin, which once belonged to 
Cardinal Fesch and Mr. Bromley Davenport, a genuine work of 
Giotto, with figures of sanall dimensions, representing two angola 
and an apostle lowering the body into the tomb, whilst other 
angels wave censers or hold tapers. Christy in the centre of the 
picture, takes to his arms the soul of the departed which, under 
the semblance of a child, stretches its hands towards him. At 
the sides of the tomb the remaining apostles stand in various 
attitudes — one reading the service and another with an atperwm* 
Mudi injury has been done to this small picture by abrasion 
and cleaning, which has deprived the surface of its original 
harmonica It may originally have been fine mough to deserve 
the praise bestowed upon it by Ghiberti and Yasari, if it be, as 

' Louvre, No. 1,312, wood, tempera, 8 m. 14 h. by 1'62. Inscribed in the 
lower border: opvs locri FLOBXKTUii. Originallj in San FiAncesco, it was 
aftermndt in St. Nieok, thm in the ohapel of Uis Catupo Santo Fiia. The 
mrfMwt are mwdi iigured fay deening and restoring. 
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we may believe, the picture which they described in the chorch 

of Ognissanti at Florence.* 

Another little piece of the same class, once in possession of 
Princess OrlofF at Florence, represents the Last Supper, and is 
painted very much in Giotlo's manner. On the left the Saviour 
sits in profile at the head of a table, with the fainting form of 
John leaning over him, upon whose head he rests his hand. All 
the apostles sit in a row by each other at one side of the board. 
St. Peter, with a knife, looks threateningly round as if to discover 
who of the twelve is to be the traitor. Though not free from 
retouching, this is a carefully finished little piece ^ of pale trans- 
parent tone.' 

Under Giotto's name the following pictures pass in public and 
private collections without being really genuine : — 

Florence, Uffizi. No, 4, the Sermon on the Mounts the Capture, 

and the Crucifixion, in the style of Lorenzo Monaco.* 

Parma Gallery, Nos. 7 and 8, the Death of the Virgin and the Virgin 
giving the girdle to St. Thomas. This picture is in the manner ol 
Kiccolo or Lorenzo di Pictro Gerini. 

Turin Museum. No. 91, Virgin and Child attended by angels. A 
feeble imitation of the Giottesque style. 

Munich Gallery. No. 981, the Crucifixion.^ No. 983, the Last 
Supper. These pictures are in the style of those which were originally 
in Santa Croce, and now form a series in the Academy of Arts at 
Florence. The painter of them seems to have been TadJco Gaddi. 

* Va.sari, ed. Sanson!, i., pp. 896, 397, and Ghiberti. In Va.sari, ed. Le 
If onnier, p. xiz. The same sabject, in a somewhat different form, once formed part of 
tiM oollwtton of Mr. JMat^ in Fkria, and Memed a ol0V0r adaptetioii bya OfotttaqiM 
of the ^rpe of Giottinow 

' Inscribed: Hor ovvs fecit ktert domiva oiovanna uxor OLIM GIANNI SB 

BABDIS PRO RKMEDIO AMMiB IPSIU.S GIANNI. MAGISTKR lOCTI DK FLORENTIA. 

In Mrs. J. L. Gardner's collection at Boston tiiere is a small Fresentalion, 
whkli WM fotraerly In tbe Willett coUoefeum, and afteniaidi in the p o m— i on of 

Dr. Richter, wliicli many nodoni oritioo Ifgard as a iroik of Giotto. In Sir Hubert 
Pkrry's collection at Highnam, near Gloucestar, ia a Ooraitatio& of tiie Vii^ atferi- 
Imted to Giotto. It is by Andrea Orcagna. 

* * The only picture in the gallery which now bears the name of Giotto is No. 8, 
TIm mligoet of tills piotan is GSirist in the Garden. In the prsdella aia two small 
pictures representing the Betrayal and the Stripping of Christ. 

* * No. 982, Christ in liadea is also attributcrJ to Giotto. It is a work by some 
pupil of Taddeo C.addi. We regard 981 and 983 as works of the school of Taddoo, 
and not as i^taiuUngs by the master's own hand. 
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Berlin Museum. No. 1040, Viigin and Child, in the manner of 
Agnolo GaddL^ Noi 1074i, Cmdfizionj a aehool pfiaoe. 

Fomoilj in ths Vndikij ooUeetion, from thA BiMnao eoUeetiioii •! 
Roma. Hie Lirt Supper. This elio ie in tiie manner of Agnolo GaddL 

Lid Koahank eoUedaon. Tbe Death of the Maiilonnft, by Bar- 
teifltnmeo ViTaiini The Cmcifiilon, a amaU picture with nnmenniB 
figurea^ of the Sieneae aehooL 

The Doke of Noilhiimbedand'a eoUeetion ai Alnwick Gaatle^ horn 
the Commuodni coUeotion and Sciana ooUection ai Borne. Scenea from 
the Baaaion and other epiaodae; four pieoea in one fxampie under the 
name of Giotto. These small panels are in the manner of Giuliano 
and Pietro da Rimini. Amongst the subjects repreaanted are the 
Sposalizio, St. Francia xeceiTing the Stigmata, the Sermon of John the 
Baptist, St Catherine preaching before the King Maxcntius, ail on gold 
ground. The compositions are Giottesque, and the details worked out 
with animated figures of graceful and alendei make. The colour, too, 
is light and the gold ornament delicate. 

Oxford, Christ Church. A Virgin and Child, with St. LawrencOi 
St. Catherine, and a false inscription.^ 

Formerly in the Maitland collection. A small panel on gold ground 
representing the Entombment, the Virgin fainting to the left, and four 
angels in the golden sky. A coarse but powerful Giottesq^ue little 
picture. 

Giotto died at Florence on the 8th of January, 1337 (new style). 
He was buried with great honour in Santa Maria Keparata, of 
which he had not been able to complete the bell tower. 

* ' ThiB picture is now attributed to Agnolo Gaddi in the effleial catalogiuw 

* * This picture is NMoely wortliy of seiUHii m sntieB. 
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ANDREA PISANO AND ITALIAN SCULPTURE 

THE art which Xiccola Pisauo bequeathed to his son had been 
gradually improved, as we have seen, after Giovanni Pisano 
introduced new elements into the practice of his craft. The life 
which had been thus infused into statuary was due to Giovanni 
Pisano's gradual abandonment of the antique as it had come to be 
understood in the thirteenth century, and his adoption of a real- 
istic study and reproduction of nature. When Giotto acquired 
the wide repute which gave him an absolute lead in Italian 
painting, his example was speedily followed by sculptors; and 
Andrea Pisano, amongst others, succeeded in combining classic 
form with conscientious imitation of realistic form, and giving to 
his productions the grave feeling and religious fervour, and the 
admirable design of the greatest master of the revival. 

We have no precise knowledge of the intercourse which took 
place between Giotto and Andrea Pisano ; but it is well known \ 
that the bas-reliefs with which the door of the Florentine baptistery I 
was first adorned were designed by the firsts and chased by the ( 
second.^ Under what circumstances this exchange of services 

♦ * Yasabi, ed. Sansoni, i,, p. 489. It requires more than the statement of 
Vasari, and oth«r Florentines of later times, to prove tliat this door was designed 
by Giotto. 

Tlierc is no early (locnmcntary evidence whatsoever that confirms the Aretine 
liio;:,M-ai)lier's assertions in rp,c;aiT} to Giotto's collaboration in the masterpiece of 
Andrea. To the editors it seems that these statements arc but another manitesta- 
tion of Florentinism. The writer wishes to give to an artist trained in Florence 
most of the credit of Andrea's achievement. Tliia siispicion an examination of the 
sculptor's works confirms. In the reliefs of tlic Baptistery door we can find nothing 
to establish the theory of Giotto's co-o|>€ratinti witli Andrea. These graceful com- 
poaitions reveal a harmonious, humogeneuus stylu, a pronouncedly }>ersonal style: 

11. -~I 113 
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ooeurred, and how, duxing the progress of Florentine sculpture, it | 
' became the habit of carvers to work from sketch cartoons instead 
• ol from clay models and casts^ it is now difficult to guess, though | 
it is not the less a fact. j 
The darkness which covers the practice extends to the early life I 
of Andrea Fisano. If it should be confirmed that he was appren- | 
ticed to Giovanni Pisano in 1305, as records tend to prove, there 
Is a blank in his life for many yeaza Becords of o(nnpaiatiyely 
recent discovery tell us that he was bom in Tuscany, and was the | 
son of Ugqlino Nini, of Pontedera.^ 
It is by his own signature that we learn that he finished the 
f bronze gate of the Florentme baptistery in 1330.* But whilst we 
try, somewhat vainly, to pierce the obscnrily of Andrea's first 
labours, the flood of light which we now get is a marvellous 

they show scarcely any trace of the intluence of Giotto. Andrea had a sense of form 
wliioh, wbile iMrMly less powerful, wm more aobtUely wnntiTe tium that of fha 
grastpaiottr. Hboompodtioiialiavatheinamlloiiaphatidlyof hiti^^ 

witlioiit his violence. The Pontederan, too, was a master of design. His figures 
are admirably placed in tlieir decorative framework. In none of his work do we 
find (as we do in several of Giotto's earlier frescoes) fumbling, tentative composition, j 
•nd nneertabty as to aooK Bat the diief quality of Andrw's «lii«v«iiMiit8, a 
quality that at once sharply difiTerentiatea Ida style from that of his nutter on the ( 
one liniul and of Giotto on tlic other, is his gracefulness, his charm. Andrea is 
' one of tlic most lovable of artists. In Florence only one sculptor, a weakor master, I 
< possessed this quality in anything like the same measure, and that was Andrea deila 1 
. Bobfak. I 
' See BOVAIMI, MmorU, u.b.^ ppw SO, 61, 127-9 ; and Gio. V illani, lib. vii. , c. 86 ; 
and compare Ciampi and MonnoNA, who state that " Andrcucciu8 Pisanus Magistri 
Jobarniis," whose existence is confirmed in a Pisan record of 1305, is Androa da 
Poutedcra (Morrona's /"wa, ii., pp. 857, 358). 

Strozzi, books which arc now lost, are to be found certain jmrticulai-s as to the | 
history of this door. The Consuls of the Art decided on November 6th, 1329, - 
that the door should be "as beautiful as possible," and sent a certain Piero | 
d' Jacopo to Pisa to make a sketch of the bronze doors there. After visiting Pisa, 
the lame Pietro went to Yenioe to find a master competent to do the work. Sither 
he was not successful in his quest, or he found a Tuscan artist, Andrea of Fmteden, 
at Venice, for on January 9th, 1330, the commission to execute the doors was giveii 
to Andrea. On January 22nd Andrea began work. On April 2nd of the same year I 
the models of the " histories " were completed. The door was cast by a Venetian bell< ' 
oaiter in 188S» tmt so badly that Andrea had to reoaat it himself. On Jnly 24th, *\ 
1333, Andrea agreed to make the twenty-four heads of liu)is wliich adorn the door. ' 
The whole work wa?? finished and in its place in the year ldS6. The insoriptum Oil 
the door refers to the date when the artist modelled it. j 
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compensation, and the bronze gate of the baptistery is admittedly 
as great a masterpiece in its way as are the frescoes of Giotto at 
the arena of Padua.^ 

Without going into minute descriptions of this remarkable 
production, it may suffice to say in this place that the style, 
though obviously derived from the early Pisan, is chastened by 
the influence of Giotto, who, by means which are still unexplained, 
enabled his yonnger colleague to acquire the scientific rules of 
composition, and the power to express artistic ideas in a skilful 
nuumer. We may sum up the qualities which Andrea displays 
in eight reliefs of the Virtues by saying that they are so far 
Giottesque that the nude is always simfdy but powerfully rendered, 
and with due regard to harmonious proportion, grace of line, and 
beauty of modelling. The draperies fitly cover the nude, and 
action and expression leave nothing to be desired, the emhlematiG 
character of each figure being in every case judiciously conveyed. 
Descending to parldcalars we shall find in an allegory of Hope 
that the emotion which Hope embodies had not as yet been more 
ably rendered by Giotto himself than it was by Andrea in the 
sitting figure of a youthful and beautifully dad female, raising 
her head and aims with longing to the crown which she awaits.* 
Kenre and force could not have been better rendered than they 
are in the muscular arm and frame of a Fortitude, holding a mace 
and shield, and clad in the spoils of the lion. In the upper 
subjects from the life of St John the Baptist thought predominates 
over form; but strength, tenderness, and CTery feeling which gives 
life to action are appropriately displayed. 

If Yasari is correct in saying that Andrea spent a whole year 
at Venice, during which he designed the plan of the arsenal, and 
carved some figures on the front of the cathedral of St Maxk, we 
mig^t account for the way in which he obtained the assistance of 

^ A. Pisano's early sculpture at Santa Maria a Ponte nA til* Soaiporift, of whieh 
Vasari speaks (ed. Sansoui, i., 483), no longer exists. 

* ' Ab a master of allegorical composition Giotto was very fitful. His allegories 
at Aidii haw gfeat dwontive qnalitm, bat the ^TmboUmi ii ciudelj, obviously, 
^ and OTWi vnlgiurly expreawd. Em sUagotkMl MauM at Fadoa stand on a viry 
different plane. Symbolically as well as artistically his Injiutice is one of the most 
remnrkalOe achievements of its kind that the world has seen. But even Giotto at 
his heat does not surpass Andrea in his treatment of allegorical subjects. 
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Leonardo Avanzi, a Venetian, to cast the bronzes of the Florentine 

baptistery.* 

Vasari assigns to Andrea Pisauo the statues of Boniface VIII., 
of St. Peter aud St. Paul, the prophets, the four doctors of the 
church, St. Lawrence and St. Steplien, which all formed part of 
tlie ornament to the front of Santa Maria del Fiore, and were 
removed in 1588. The mutilated remains of the first of these 
figures may ])e seen in the garden called Orti Oricellari, near 
Florence, together with those of St. Peter and St. Paul, aud two 
other statues. The four doctors are in the garden walk leading to 
Poggio Imperiale, aud remnants of other parts of the monumental 
front are to be seen in the amphitheatre of the Boboli, but the 
fashion of these pieces is not that of l^isano.^ If, however, 
Andrea did not contribute to the decoration of the front of 
Santa Maria del Fiore, he took an important part in the erection 
of the Campanile, of which he superintended the building, in 
succession to Giotto in 1337,^ and the bas-reliefs with which he 
adorned the tower after Giotto's defiigos still exist to show bis 
great ability.^ 

' Tb» ioaoription on the gate is t akdhbas. uoouni. Nun. dx pisis mb vioiT 

A. p. Mccrxxx. See Richa, Chicsc Fiortntinc ; Vasari, cd. Sansoni, i., 489; 
ibid., Sansoni ed., i., note to j). 487 ; Moihiona, ii., ]). 367. The aid of Lii>fK5 di 
Dino, Pieru di Jacopo and i'ioro di Dunalo, goldsuiiths, was also secured to Andresa, 
probably for polishing and gilding the bioilM (Bee Q. VlUiANI, z., p. 176). There 
is no reoocd in the aiohiTee to confirm VMeri'e tcooont of Andrea Piseno'e stay at 
Venice. 

* There arc grounds for supposing that Andrea actually did work in Venice. In 
the Abbtcedario piUorico Orlandi quotes a document which confirms Vasari's asser- 
tioD, and Cioognais prodnoed some additional endoice for it But we cannot gire 
to Andrea theatatoea on the facade of San Uaroo, whioh the latter writer aaa^m 

to him. 

* Consult Vasabi, ed. Sansoni, i., 4S4. Milauesi states that in the books of 
the Opera no mention is made of decoration for the facade nntil the year 1357. 
Many of the etatoee were not ezeeated until the last decade of the century. 

' See the Ccntiloqiiio of Pucci, canto 85. 

* * These reliefs have been the subject of a great deal of controversy. Ghiberti, 
Yarchi, and Vaaari held that Giotto not only designed the reliefs of the "Beginnings 
of the Arts," but also executed models of them. Vasari telk ns, too, in his lifb of 
Looa della Robbia, that Giotto actually executed two of the reliefs on the side of 
the tower which faces the dmroh. Qhiberti says that he had himself seen the 

^ models made by Giotto. 

Notwithstanding Ghiberti's testimony, it is diflicult to believe that the models 
he saw were exeonted hy Giotto^ and yet more diiBenlt to helie?e Tassii'a asaertioii 




jrBAI. AHnari, pho. 

liv Anokea Pisano 
From n Miof on tli<> Cnm|aiiile of Giotto 
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WKAVlxr. Alin»ri, j>ho. 

Bv Andrea Pisaso 
Fro:n n rolipf on the Canipanilo, Flt ruiice 

II.— To fiirf jMt^e 110 



Digitized by Google 



▼I.] THE BIS-BHIEFS OF THE GAMPAKILE 117 



On the west aide nearest the Duomo, a eeriea of hexagtma fonns the 

lowest range of ornament, and contains: The creation of man; the 
creation of woman; Man's first labours; Jabal, the father of those 
that dwell in tents and have cattle; Jubal, tlic father of all such 
as handle the liarp and organ ; Tubal Cain ; Noah's discovery of 
wine. On the south side: Early Saltiiinism; house- building ; 
"Woman constructs earthenware ; Man trains liurscs ; Woman weaves at 
the loom ; Man makes laws ; he migrates and explores. On the east 
side : Man invents ships and navigates them ; he destroys the \vild 
Ix^asts ; he ploughs ; he invents the chariot. On the north side are the 
seven liberal arts and sciences: Phidias represents sculpture; Apelles 
painting. But here the work of Andrea, on the designs of Giotto, 
ceased; and Qiammar, Poetry, FhiloBophy, Astrology, and Music are 

that CKotto aetoally chiselled the first two on the north side of the campanile. It 
is Bcait»ly conceivable that an old man overburdened with several vast undertakings 
and holding iuiportant public offices could have found time to apply himself to an 
art wUdi hitherto he had not praotiaed at all, or had at most practised bat little. 
Kot even Yuui— who gives to Giotto aa many works as he can reasonably sttribnte 
to him as well as some which cannot possibly be by the master — yentuns to asrign 
to Giotto any share in the execution of any other sculptured work. 

Again, it is difficult to believe that a distinguished master of his art, well 
adfanoed in years, and rqoioing in the fiune he had just won by the ezeeation of 
s great masteriMeoe, should, in the very city in which that masterpieoe had been 
executed, consent to copy the models of another artist, and that artist a master in 
another branch of art. Yet tins is what those who hold that Giotto made the 
models of these reliefs ask us to believe. They claim that Andrea, then the greatest 
living seolptor, wss content to copy models made by a painter. 

Nor does style^eritioiBm confirm the opinion that the modeb or sTm the deaigna 
of these reliefs were executed by Giotto. "We can find in thcni, it is tvxiv, traces of 
the iiillucuee of Giotto ; but in the best of them the characteristics of Andrea's own 
style are abundantly manifest, and the worst of them encourage the conviction that 
they were ezeented by Andrea's pupils from Andrea's deeigns, and not from designs 
Ihrnishedbj Giutt ). 

In Giotto's design for the campanile in the Opera del Duomo at Siena reliefs, it 
is true, are indicated. Giotto, as capo-maestro of the works of the Duomo and chief 
architect of the tower, may have suggested the subjects of these reliefs, and have 
roughly sketched in su^estions for them in his plane of the campanile. Wo do 
not believe that his responsibility for them extends farther than this. The attriba- 
tion of the best part of the credit of them to Giotto himself was probalily an early 
manifestation of Floreutinism. We agree with Schlosser that the reliefs on the 
east and west sides of the tower were executed for the most part by pupils of 
Andrea, whilst those on the lonth nde were sU the work of Andrea himselt Bnt 
we do not hold with the German writer that Giotto designed the greater [ art of 
these reliefs. See SffiLOssEU, Der Kncyklnpiidisdie Bilderkreis ; in the Jahrbueh 
der Kunatkistoriehen Sammlunyen dcs alUrhochaten kaUerhatiMs, Vienna, 1896. 
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liter works assigned to Luca della Robbia. Above Uie gate of the 
tower is the Redeemer between Moses and £liaa» elso by Andna. In 
the next higher covme of ornament in etarlike spacei^ aie: west, the 
eeven cardinal virtues; south, the seven works of mercj; east, the 
seven beatitudes ; north, six of the seven sacraments, the seventh being 
replaced by a relief of the Madonna. Amongst the statues in the 
niches, above the second course, four prophets, on the south front, are 
by Andrea, the rewt by later hands ; and though some of these reveal 
the genius of Donatello, they suit the character of the edifice less than 
ihoee which the gieat Florentine conceived, and the Pisan carried out. 

Florentiiie statuary here is in all its vigour, with a purely 
Giottesque character, and free from the mannerisms or deficiencies 
of Niccola or GioYaani Fiaana It is not possible to cite anything 
finer in this fourteenth oentoxy than the Eternal softly approach- 
ing the xeeiunbent Adam, extending hia hand and iasning the fial^ 
in obedience to which the man aeema to live. As a composition of 
two figures, assisted by the Jndknons placing of two or three trees, 
this is a masterpieoe of artfnl simplicity. Again, in the creation 
of woman, the repose of man, naked and bare on earth, but 
dreaming of heaven, is admirably contrasted with tiie dawn of 
consciousness in Eve, who floats forward into life aided by the 
hand of the Eternal to inhale the vivifying breath, with great 
elegance of action and of shape. 

Nothing can be more poetic than the rendering of this subject. 
It seems like a return to Greek art. it is li\ing flesh, modelled 
in admirable proportionB, draped in the simplest vestments. 

Taking others of these reliefs, we see in man's training of 
the horse elegance of outlines and truth of action. We mark 
how will is expressed in the rowers who symbolise navigation. 
The hand is that of Andrea Pisano; it is stamped with the genius 
of Giotto, and carries out his commands. One sees in these 
compositions, as in those of the bronze gates, his versatility, his 
fancy and vigour. Giotto had already painted the virtues at 
Assisi and at Padua, he conceived them again for Andrea in a 
different form. He is inexhaustible, and never repeats himself. 

The finest delineation of the nude in the fourteenth century is 
that of the Saviour in the Baptism of the bronze gates ; the most 
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pleasing coiii[X)sition in the same series is the Salutation, the 
former a figure which, for perfection of modelling, breadth of 
drapery, and beauty of shape, rivals the Kedeemer of the 
Imptistery of Eavenna. The art of Giotto, pre-eminent in 
painting and in architecture, thus appears equally so in sculp- 
ture, which is vivified by his spirit, though carried out by other 
hands. 

According to Vasari, Andrea, about 1343, took numerous com- 
missions at Florence for the Duke of Athens.^ In 1345 he was 
invited by the canons of Orvieto to direct the labourers at the 
mosaics, and to complete the numerous works of sculpture which 
still remained unfinished at that place.^ He laboured, therefore, 
several years with his son Nino, and no doubt many of the 
reliefs of more modem times were his. He finished and coloured 
the Virgin and Child above the central portal, of which some- 
thing has been said in the notice of earlier Orvietan works ; and 
he died about 1349, leaving his office to his eldest son.^ Of the 
scttlptuies aasigned to Andrea, in addition to those abeady men- 
tioned, some have disappeared and others are spurious; and, 
without alluding further to these, we may trace in a rapid sketch 
the progress of his sons, Nino and Tommaso, the first of whom, 
having assisted his father in the bronzes of the baptistery, and 
in the works at Orvieto, inherited the maxims of Giotto's art, 
whilst the latter fell to the rank of a very inferior sculptor. It 
will thus appear that the Pisan school, having first extended its 
influence OTer Giotto, and afterwards received its last embellish- 

^ Yasa&i, ed. Sausoni, i., p. 491. A provision of October 6, 1342, rofera to the 
worittofllM WW pdAM metod by the Dnkeof AflMot (Gats, <2terA{Mi^ P> 

According to Vasari, Andrea gave the plans for the Porta a S. Fiiano, which was 
rebuilt in 1332. We know from Gjlye {CarUggio, i., p. 491) that tho f^atos of SS. 
Giorgio, Miniato, Niocolo, Camaldoli, and Ponte alia Carraja, were renewed in 1340. 

• * Duu. Taxxx, Stofia dd Jhmio JPOrvielOy p. 118, noiioie fhie Ikot, M 
anniMMi tliftt the Aiuine mentioiied in the leeofdi ie a peinter end not the oele- 
brated sculptor of that name. But the documents published by Signer Fumi 
(op. eit.) show that both Andrea Pisano and his son Nino worked at Orvieto. 
Andrea completed the reliefs of the facade b^;un by horeuzo del Maitano and 
his Sieneee aaiiituiti, who, like Andrea, wen Cidloweit of Giovanni Fiiano. See 
BouoLAB, J^e Dkomo ^Oniita, in the ArehUtehtrai IMew, June, 1908. 

' Before July, 1849 (Tav. Alfab., u.«., ut lit., Annals.) Vasari therefore rrrs 
{ed. cU.,l, 495) in stating that he died in 1845, just as Ghibbrti errs in assigning 
to him works at Santa Maria delia Spina in Pisa (Vasari, ed. Le Monnier, p. xzvii). 
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ment from him/ subsequently shared the decline of the city which 

gave it life. 

Kino risaiio seems, after his father's death, to have become 
capo-ina* :stro of tlie Duomo at Orvieto, but to have held the 
appointment for a few months only,- after which he returned to 
Pisa. In Florence he had executed, probably in his early time, 
for the Miuerbetti chapel in Santa Maria Novella at Florence, a 
Virgin and Child left unfinished by Andrea, and above the door 
leading to llie canonry of Santa Maria del Fiore, a Madonna 
between two angels, with bronze wiogs.^ Six ox seven of his 
works remain in Pisa* 

A half figoie of the YiigiB giviog the hieast to the infoait Savioiir, 
plaoed between the two doois of the western firant of Santa Maiia deUa 
Spui% diaeloeeB first in Nino a modification of Giottesqne feeling and a 
tendency to nataralisni. Nothing can he truer than the moTementa of 
Mother and Child The foimer bendei her head down with an ex- 
preBsion of maternal affection, apparently struggling to suppress the 
sense of suffeiing caused by the draught of the Child at her breast. 
The eyes are partially closed, and mixed pleasure and pain are cleverly 
combined. The Infant scratches one foot with the toe of the other, 
and drinks evidently with supreme contentment. Here are the elegant 
forms, the lino draperies, but not the essentially religious feeling of the 
Giottesque period. Another example of this peculiarity in ^sino is the 
standing Virgin and Child between St. John and St. Peter, in three 
niches by the high altar of Spina. The head of St Peter holding 
the book and keys is said to be a portrait of Andrea Pisano.'* It is 
somewhat disi)roportioned, and remarkable for the shortness of the 
arms. The Virgin is, or should be, in the act of presenting a rose to 
the Saviour, who expresses in his face and action a desire to take hold 
of it. Here, Nino again admirably expresses maternal affection; and 
the face, figure, and draperies are so admirably canred that the sculptor 
deserves the praise of hsTing ** deprived marble of its hardness and 
infused into it the life of flesh."' Tet the figure, with aU its grace, is 

' •'Essciido i>oi niigliorato il disegtio jx r Giotto, molti migliorarono ancora le 
figure de' niarmi e delle pietre; come fece Andrea Pisano e Nino" (Yasaci, ed. Le 
Honniar, iiL, p. 10). 

' Tav. Alkab., U.S, See Fumi, 11 Duomo tCOrvicto, pp. 71, 170. 

^ This Madonna Vami aaaigns to Giovanni. See anUa and Vasaei, ed. Sanaoni, 
i,, p. 317. * Vasari, ed. Sausoni, i., p. 494. 

' The rose and part of the hand are broken off (VasaeIi ed, Sausoni, i, p. 494). 
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I . ... t* .1..' ' .* • n" ^ila•. .1 iht« .Irclinc of th»} city wliich 

♦ 

> 1*' . : -ji.-. -ifti r f -i' • rh i , i vo Won*.-' 

» «-• \i ' l'.'<:i.» u; Orvi* : ', bin • • hwc h<*lcl 
•.: - I' • H ii \v n only,- ftT w'lich hc reuiniovi ti; 

I ' i • ♦ 1- • I ..'1 CKO- :t' d, piohabi)' in his early liini^, 
* \o >• .••.»•.•':• cV.'!'*-' V. - ^l ir" 1 N«AuIlii nt Florence, a 

\ . M ' I t 111 n I'V Aii in i, and fxU-w 1; door 

•• . ^ I- r rsi"..:*y of Maria del Fiore, a Madonna 

II .AO a!« ' Is, ^\iili )tnn...-i wiiijiv'' Six or ftevci* of hi^ 
i» I .'.■ii ill rih«. 

^\ 1 <"r : :tir" I'f ih-' Vupjli) t' n Ipivau to ^he irf-iiit Saviour, 

I ! - . : lb- d "T.^ tif tli»» w«»n«m fiont of F^anta Maria J<»1: i 

* ■ I '"rf ; * in Nii:«' a Hr»d»li''-.ti».ii of OiotteiMiwi? fe»;linj» and •» 
I . ' ♦ I ! .I' jr.iii. u.. N'»tl.iit' <.ui b»* tnnsr than thi» iDov»»infiiti5 of 
!t ; . I CI. * i. fi.rin<*r U -iJ.^ hci hoad down with an ex 

• • "f n:'i*":;:ii :tlk'c!i'»i'. :i;.;»ar« ' / iniggliti^ to niipprcw the 

• .1' .v:.' r'.;: 'Mu:od l-y ♦Ju' di.ii!/}it of tlw Child at her hroapt, 
'. • yus Ti '.it' ily ai.d ilixkI |ii M^>ure and j»ain are clovotlj' 

• •■•:»' 1''. 1 Kilt " *»ai.; h»« oi.«' f<")b T^Uh the toe of the othtr, 
..: t ih\y .^ I'vidc'ii'iy v.iili rtui«'-:in* c«>i:t •utmcnt. Kcre are th« elepaxis 

tliH •j-'^ ' Tits, I'^it lift th' oKSi iitially ndigi 'iis feelinj? of thf 
»»"«(iue jionod. i^twiiinr *>xiinj»lt> of thin ptctiliarity in Nino in tl o 
Ktanlii»K Vii/I;i and Cli'ld b"tw 'en Si. John and St. Peter, in thre.» 
iiich !»;• tln^ 1 v!t .liuir Sj*iiia. T'-e hcid uf St. Vcler li^Jdin;.' 

t.Iif h njk :uid k-'v?' U i t" li.j a pr-rtiu't »)f Andrea I*isano.* Jl is 
.«< HI.'** ^ .-ii d" |»ri>i .i,i-d, n'ld iviii uk'ihle f'^r lite shortiuvw of tii'* 
arm*. 'I J..- Vir:,'in i-», i.r sfh-ndd In*, in tin* art of I'tepcnting a r< sc- t(> 
th«- >>'vi. 'IT, cx;.'i\ --'c' in his and action a dosirft to take Lidd 
i'i il. Il«>r<', rviiift again aduiriu'Oy exj>r<'.-.s-.*' maternal aifoctiun ; and 
tho face, li^iir*', and dr:i;nTi"ii art- .-<» adjjiiru1>!y iUtVii^l thai tho KruipL.r 
Jp,;f.r\-.-w 'Jif pT;i!>':- of i.avii!g : ' rd n.arlM- of itt* Iturb'* --.- and 
i'lfup. '1 into it t£io Iiio of Jl".4h.'*^ Vci tho lig'ue, with aii its giac**, i<* 

» »« Ki*"' 11 ir> jioi I. vjllr-nt<* il J>«i;no ]Ht Oiol'u, t)u>lti mi^lioraron'* 6Lcoia 
fi'r.:re do Ji.arni t cltiio jiietir; conjo fece Andrea i'uAno 0 Nino'* (VAtfAUi, e«*. Le 
.Moi'T'i'T, jj;., Jl. 10). 

5 1 \v. At.i \?;., u..*. A c Kf'Mi, 7/ Dii'iwu iVOrwlo, h\>. 71, 170. 

* Thi? N;a I'jiina Vasiri lusi-^' s fi> Uiov.inui. Sco an/ra and Vasari, ed. SAi>»r>i;i, 
j.. i». 317. * Vas»ri, ed. 8a«hoiii, i., p. 494. 

* u,^ and part uf the hand aic* brnken oil f Vasaiu, ihL Sanaoui, i., p a: 
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slender, and afiiBcts a bend similar to that which in Ftori SiMnfiUi's 
jMMwfcing became a ludicrous exaggeration. Nature and grace, without 
the grave dignity of Andrea and Gic ttr , are the chazacteiiBti€8 of Nino^ 
who grafts a mixtnrn of realism and affectation on the more solemn and 
grander forms of his teachers. Yet in this realism there was as yet no 
trace of vulgari^. For polish and fine workmanship Nino surpassed all 
his predecessors. One of the Yirgms on the pinnacles of S. Maria della 
Spina, as well as the angel and Virgin Annunciate ^ at each side of a 
picture by Fra Bartolommeo in the church of Santa Catarina of Pisa aie 
also by him or some of his pupils.^ Animation and cheerfulness are in 
the fare of the angel, but the length, slonderness, and affected bend of 
the frame are particularly characteristic of the sculptor. In tho hair 
and vestments the old gilding and tinting may still be seen. The 
Annunciation, carved in wood and rotting in a storeroom ^ of the same 
church, is also very probably by Nino,* who, according to a funeral 
inscription quoted by Vasari, was an ivory worker, and is proved by 
documents to have been a goldsmith.^ 

The only remaining monument produced by Nino, and one in 
which he preserved, with most fidelity, the Giottesqiie feeling, is a 
tomb to the left of the entrance of Santa Caterina of Pisa, erected 
in honour of the Dominican, Simone Saltarelli, who died arch- 
bishop of Pisa in 1342.^ 

In 1364 Pisa found itself suddenly deprived of lepabUcan 

• * These figures are in the Cappella del Bosario at S. Caterina. Originally 
made for the ohoroh of S. Zenone, an old abbey of the Camaldolesi, they were 
bought hy the Sod«tii dsl Battnti, and sabseqvMifly pMsed into the hands of the 

Dominicans of S. Gaterina, See Bokaini, NotizU inedUe didisegno^ p. 66. 

' These figures which, according to Vasaiu (ed. Sansoni, i., p. 495), were inscribed: 

A 1)1 TRIMO FEBURAIO 1870 * QUKSTE FIUUKK FECK NINO FIQLUOLO D'ANDREA PISANO, 

can hardly have been ezocnted at the time stated, since it is proved that Nino was 
dead in 1868. 

• > These figiins nltlmstely found their way to the Convent of S. Francesco, tnd 
are now in the same group of boilcUngs in tho Mnseo Cinoo of Piss. Thflj an 

nndoubteHly by Nino Fisano. 

• These tigures were, of old, in front of the pilasters of the choir (Mo&soNA, 
iiL, p. 102). They ere Umg, affiBoted in movement, and edooied. The haacb 

end arms are broken. 

• See the document in Bonaini, Notizie ined., pp. 126, 127. 

• • This nionuiiKut sufTered considerable injury in a fire that burnt a great part 
of the church lu ibol. It has been thrice moved. See Supino, Jfino e Tommato 
FSmM; in the ArdtiMo m»i» ddF Atte, 1895, kao, pp. 350, m. 
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institutions, and subject to a doge named Giovanni dell' Agnello 
de' Conti Mindful of the instability of human afiSsdn^ and 
desirous of securing to his family a final resting-place worthy 
of his high station, the new prince commissioned Nino to 
erect a sumptuous tomb outside the front of tlie church of 
San IVancesco; but in spite of his wealth he neglected the 
discharge of the debt^ and it was not till after his death, in 
1368, that the money was claimed by Nino's heir, Andrea, and 
paid to his tator and nnole Tommasa The docnment in whksh 
this proceeding is recorded shows that Nino was free of the guild 
of Fisan goldsmiths, and that he died between 1864 and 1368.^ 
Another record of 1368 proves that Nino worked in silver for 
the cathedral of Piaa.* Giovanni dell' Agnello, however, employed 
not only Nino^ bat Tommaso the second son of Andrea^ likewise 
a gddnnith, an architect^ and a sculptor. Having caused the 
palace of lietro Gambacorta to be destroyed, the doge com- 
missicmed Tommaso to furnish a plan for a new one, of which 
the foundations were laid before his fall, and further entrusted 
to him the making of the model of a ducal helmet, the design 
of a regal chair, to stand in tlie choir of the cathedral, and a 
tomb for the remains of the doghcssa Margherita.^ This tonib 
was executed in due time by the artist, but perished afterwards 
in a fire. For none of these works was Tommaso remunerated; 
and it was not till popular rage put an end to the government 
and the life of Giovanni dell' Agnello that the debt was paid. 
The remains of Tommaso's works do no honour to the family. 
A tabernacle erected by him in the church of San Francesco, and 
now in the Campo Santo,* represents the Virgin standing with 
the Infant between St Peter, St. Paul, and another saint in a 
niche, the curtain of which is drawn back by two angels. Seven 
reliefs, repiesenting scenes from the Passion, cover the base of 

* * In the bnildings which oiuje formed a pert of the Cronvent of S. FraiioMOo in 
OriBtano, in Sudinia, is a flgore. half fife-aiae, of a hiehop^ a rigned mk. hj Nino 

Pisano. It bears the inscription, minus magistri akdrek de pisis MB FKJIT. In 

the Simon collection at BerliTi is a small statue attributed to KinOi» 
' See the record in Bonaini, u.«., pp. 12&-9. 

* Bonaini, pp. 61, 127-9. 

* Inaeribed : Toiuao fxolvolo . . . aiBO akdua r . . . wno latobo kt fu 

FlBAXa 
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the tabernacle.^ In these works the tendency to slendemess and 
a£GMtation of bend is exaggerated beyond measure. A super- 
abundance of drapery clothes figures remarkable for feeble 
moyement and deformity of extremities. In one of the lateral 
chapels of the Campo Santo, two stone monuments disclose the 
xaanner of Nino and Tommasa' More of their works might be 
noticed; bat they need not be allnded to farther, the object of 
the foregoing sketdi bdng only to trace the general course of 
Pisan SGulptare, its rise under Andrea to a level with the 
progress of Giotto, and its sabseqnent fall 

♦ ' By Tommaso Pisano are the following works : (1) the altar of R. Francesco, 
now in the Campo Santo at Pisa ; (2) the relief which commemorates the alliance 
between the families ot Gherardeschi and Upezinghi, now alao in the Campo Santo. 

** WaeuifiiidiionioaiiiinntillwtirecanasfflgntoToiii^^ 
in the Oempo Qtaito* 
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TADDEO GADDI 

TTTHILST Giotto was thos leaving his mark upon the sculpture 
Yt of the Italian revival, he vnis founding at the same time 
a school of painters which earned his precepts and, it must be 
owned, his manner to almost all parts of the Italian peninsuhL 
Between the date of his death and the dose of tiie fourteenth 
century, generations of artists succeeded each other at Florence 
which hardly did more than transmit from master to disciples 
the traditions of the Giottesque painting-room. The current 
appeared at first to be irresistible. It brought to the front the 
Gaddi, descendants of Gaddo, who had worked with Giotto at 
Assisi ; the Giottinos, or little Giottos, whose very name indicated 
the origin of their style ; and a still liumbler host of apostles who 
propagated the same faith. Time sped on before the impulse 
of the movement slackened, or men of genius equal to Giotto 
brought art into a new path of progress. We shall devote some 
space at first to the Gaddi, who were Giotto's journeymen before 
they obtained an independent practice of their own. 

Tt is rare to find notices of a v<Ty old painter of repute so full 
as those which have been preserved concerning Taddeo Gaddi. 
For twenty-four years before he qualified for the status of an 
independent master Taddeo served under Giotto^ who had been 
at his christening. 

At Santa Croce, about the year 1327, he decorated the monu- 
ment commemorative of the Baronoelli family, whose chapel he 
subsequently adorned with frescoes, Becords tell that the 
Baroncelli chapel was painted between the close of December, 
1332, and the first days of August, 1338, and Vasari is right in 
assigning the frescoes to Taddeo Gaddi.* 

* See tiw pKoofr in tiie notae to Yababx, ed. Seuooi, i, p. (78. 

m 
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Till 1327 Giotto had been chiefly employed by the Franciscans. 
On the eve of starting for the south of Italy he probably recom- 
mended his ablest assistant to the chiefs of the mendicant order, 
and this patronage contributed greatly to Taddeo Gaddi's fortune. 
If from 1327 we subtract the twenty-four years of Taddeo 's 
service under Giotto, we find that he must have been apprenticed 
as early as 1304, and that his birth may consequently be placed 
at a date near the close of the thirteenth century.^ 

Taddeo stood in the same relation to Giotto as Giulio Komano 
stood in a subsequent age to Eaphael. He took what he could 
of Giotto's manner, adapted it in a quick and faithful way, and 
gained a name without developing an original idea. To no one 
more thoroughly than to him do Leonardo's words apply when 
he says that art retrograded under Giotto's disciples because of 
their unceasing imitation of Giotto.^ It was the master's fault 
as well as the fault of his disciples that this occurred. During 
a long and busy life Giotto had gathered about him all the 
artistic forces of Central Italy ; ^ he had trained them in a dis^ 
cipline which they liked, and afterwards found themselyes unahle 
to break through. Taddeo was the oldest and steadiest champion 
of the Giottesque stjle. He clung to it during his whole life, 
transmitted it to his son Agnolo, and laid the foundations of 
his feunily's repute hj stopping the current of artistic progress 
in Tuscany/ 

But this retarding process, which is very ^irable now, was 
probably not apparent to many of Taddeo's contemporaries, and 
it seems dear that the Franciscans who employed him, did so 
because they were entirely convinced of his abililgr when he 
was not in aetiye rivalry with Giotto. 

* Vasaui, ed. Le Monnier, ii., p. 158, and Cennini's Libro delV Arte (Florence 
ed., 1859), p. 2. ^ Heaton's Da Vinci^ p. 124. 

* * Oar nipeet for tlie learned antiion does not blind as to the fiMt that this 
etatement eaTOuniof Florcntinisni. Slniouc Martiui had an individual style. His 
aims as an artist wprp entirely different from those of Giotto. The Sienese of the 
Trecento and most of tlic Sicuese paiutcrs of the Quattrocento were faithful to 
Simone's decorative ideals, and shunned the ideal of Qiotto, an ideal which was 
rerived and developed by Maaaodo. The aehoola of Pisa, of Faplee, and of 
Umbria were largely under Sienese influence. 

* He said himself that " art fell very low after the death of Giotto." But did he 
not except himself f See Sauohstti, u.s., Nov. cxxzvi., ii., p. 221. 
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A simple enumeration will show what a splendid practice he 
acquired in Tuscany^ from his connection with the order of 
St. Francis. 

At Santa Croce, the church of the Franciscans at Florence, he 
painted: (1) tho story of the Virgin in the Baroncelli chapel; (2) 
Chrifit and the Doctors above the door of the Sacristy ; (3) the Bellaci 
chapel ; (4) Scenes from tlic lives of St. Peter and St. Andrew in 
the chapel of Sunt' Andrea ; (5) the Piet^ as a pendant to Giotto's 
Crucifixion, at the sides of the door leading out of the right aisle 
beneath the monument of Carlo Marzuppini; (6) tlie miracles of 
the Resurrection of the \K>y of tlie Spini family, with portraits of 
himself and Giotto and L)autc, on the screen wliich of old separated 
the nave from the choir, and besides these, as Yasari tells us, and we 
shall presently observe, a number of other pieces known to artists 
Ij their flyle. 

In the oonne of yean Taddeo's pamlinge weie whitewashed 
or destroyed; and little remains at Santa Croce to fiimiah an 
adequate idea of his art hat the freeooee of the Baroncelli cbapeL 
Yet there are some earlier fragments which deeenre attention, and 
are worthy of description. 

* ' In the Arcbirio del Sabeoonomsto at Pistoia are the Libri di Entrata e Usciia 
of 8. GiovaDoi FaonuvitM. In OM of thtse (D. 294, 1820-76) it to be found the 

following entry : — 

*' Qaetti sono li migliori maestri di dipiiigere che siano in firenze per la tftvola 
de11<^en di •uwto Gioranni e qadU ehe m^o U farebono. 
'*Miflstro Tktoo a nneto pkra migioN. 

"Maestro Stefano in chasa de frati predicatori {i.e., at S. Maria Novella). 
** Maestro Orchagia e Maestro Nardo in ball* at the Porta di Balla). 
''Maestro Puccio [Capanna] in vi& Larga. 
"Maestro {^»ncie8oho loqnale istae in bottega dellandrsa." 

There follows a list of the chief masters in Siena. 

Dr. Alberto Obiapelli, writing in the BulUUino Slmri»]fitt9im{mno iL, £uo. L), 
aigws that this ant^ is of the jesr 1847, and that it wss in that jesr that the 

tptmi of 8aa Oiovanni set out to find a new painter. It ia certainly not of an ' 
earlier date than 1347, and may not have been written until two or three years 
later. See also Zdekauer, (^ere d'ArU Senue a Pistoia; in the BtUUUino 
8$nm a Storia Pairia, 1901» anno viii., fasc. L 

The doemiMnt proves in what osteem Tsddeo was belcl. The cperai evidently 
made diligent search in Florence, Siena, and Lucca to ascertain who were held by 
connoisseurs to be the bent painters of the timei and Taddeo's nane was placed at 
the head of the list of Florentine painters. 
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The monmnent of the Banmoelli, to which some allusion has 
been made, ia let into the wall of this chapel in such a manner 
that one fsoe of it is visible from the outside, and the o&er from 
Inside. Under a lancet arch in the apex ol the enter dde are 
the arms of the Baroncelli, and on the cover of the tomb the date 
of 1327. On the outer face is a half length of the Virgin and 
Child belweeu four prophets, which shows what Taddeo's art 
was when he left the sei'vice of his master.^ The figures are 
slender as well as graceful, but they are specially interesting 
because they prove that Taddeo's earlier labours were more 
careful, if less bold, than those which he subsequently painted. 

The subjects in the Baroncelli chapel are derived from the 
Nevf Testament and proto-evangelion. 

On the lunette of the dde, to the left of tiie entrance, is JoiEu^him 
expelled from the Temple^ and in four compartments below the lunette,' 
are the meeting of Anna and Joachim, the Birth, the Betrothal, and 
Marriage of the ViigiiL On the wall facing the entrance, at the sides 
and abo7e the window, arc the Annunciation, the Salutation, the Ang^ 
appearing to the Shepherds, the Jii^ativity, the Magi joum^ying to 
Bethlehem, and the Epiphany. 

The first of these scenes, which Giotto had already designed for 
the Arena of Padua, is distributed with truly Giottesque perfection, 
and illustrated by a very animated, often vehement action. 

"With angw in their faeea tiie priests poisae Joachim, and one of 
them pushfle him ont by the shoulder. The startled Jews kneel or 
stand to the li^t and left, holding the lamb offeiingB. Joaohim haying 
retired leappeais outside, where he may be seen comforted by an angeL' 

Equally fine as a composition ia the meeting, at the gates of 
the town, of Joachim, followed by a aerrant, carrying his rejected 
offering, and Anna with a suite of three graceful fenudea. 

♦ ' The structure of this chapel was completed in 1338. Taddeo probably did 
not begin to paiut these frescoes until after that year. 

' The oompartmnitB an divided by painted twisted eolnmns aod oomioea of 
feigned aruhiteoture. 

' A fiue figure in a glory, the rays of which are all repainted. Joachim sits on a 
rock. Ilia green dress in great part toached in yellow. In a distant landaoape 
three sUepherda, 
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The Biith of tlie Yiigm is not wwrnitinHy diflbzent from the typical 
ono of Giotto and his piedeeanon*^ The FteBentation of tiie Yiigin in 
the Temple, of which a beantiful small de^gn on grey paper ezists in the 
gaUeiy dmwings at the Lonvie,' is a crowded compoeition, to present 
which woald have required a knowledge of peiepectiYe not to he 
demanded of one living in the fourteenth century. The Yiigin 
ascends the steps of the temple accompanied hy Joaehim, Anna, and 
an infant^ to meet the hi{^ pziest standing at the head of the flighty 
accompanied hj his suite and surrounded by spectators.* On each side 
of the foreground are kneeling gioupB» and behind, to the rights two 
beautifully drawn females; a man in profile with a long beard holding 
his dress, and looking with eagerness at the Virgin, discloees the features 
of Gaddo Graddi, the painter's father such as Yasari engraved him, and 
at his side another, also bearded, in a cap, and of fierce aspect for so 
timid a man, revealing the face of Andrea Tafi. * 

In the Sposalizio the bridal couple and their parents are surrounded 
by a crowd, some of them to the left, behind Joseph, contemptuous in 
look,* others, such as the youth breaking the bough, ugly in form and 
expression.^ To the left front of these, two musicians are blowing 
pipes. Confused as the scene undoubtedly is, a certain individuality 
and some character in a few heads retrieve its principal defect. The 
profile of the bridegroom is fine, that of the high priest, uniting the 
pair, equally so. A group of females to the right is elegant^ especially 
so the female with the diadem, next but one to the Virgin. 

Obmpazed mth that of Giotto, TaddeolB art is conventioDaL 
His ideas of pioportion axe diifeient from those of his master, 
and his partialily for slender shapes might identify him aa the 
assistant of Giotto in the southern transept of the lower chmch 

^ The figure of Anna, on the bed, has been obUteiated. The nurses have washed 
llie Babe, with whom one of them plays. 

* 2 No. 216. 

' Tlic whole of the fifnire of the Virgin, part of that of Joachim and St. Anna, 
and the steps are repainted ou a new intonaco. The dress of a kneeling man to the 
left is repainted. The figures in the middle disteoioe are short and ill-proportioiMd. 

* Some orities find tiieas portnita in the next eompertinent of the SpoMlisow 

* Statements of this kind dnwn fipom Yasari in r^iard to early Giotteaqm woiIdi 
are really of little value. 

* Near these, according to the commeutatoi'S of Vasari, are (L, p. 207), the 
portnite of Oaddo and Tafi. 

* The blue dress of this figure is repainted. In the centre of the foreground 
another figure breaks a stick undw its foot To the right, ft group of females seems 
to have accompanied the Virgin. 
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at Assist But he was not even true to a fixed standard in this, 
though perhaps better than other pupils of Giotto. Without ) 
fancy, he seldom expressed action without an exaggeration of j 
vehemence. The affected air of the heads is increased by neglect 
in defining the forms of eyes, which axe usually long in the lida» 
half closed, and unfinished at the comers. He draws with a | 
penudous facility which often precludes coiieetness. His out- 
lines of heads are long and narrow. A peculiar obliquity is 
given to the &oe by the false line of the cheek and chin, which 
instead ol contrasting with that of the nose, generally follows it 
in an aquiline oonise. The neck is always inordinately long, the 
hands and feet are shorty coarse, and n^ected in drawing, the 
nnde stiff and hard, the draperies studiously arranged. Without 
the sobriety of Giotto» he paints the vestments in gay contrasts 
and ohangbg hues. His colour is laid on with an ease and 
consiBtemsy of texture that betray facility and haste, and he 
seldom takes the trouble to blend his tones. His shadows are 
dark and patchy.^ The idea of relief by light and shade is 
imperfect, and the surface generally flat Taddeo's execution 
is, in foot, superficial and decorative, yet to a distant observer 
eflfective and sometimes imposing. Lower than Giotto in the 
scale of art Taddeo is inferior to him in character and expression, 
and lacks at once his softness and gravity, his elegance and 
severe simplicity. 

Tlie absence of religious feeling, peculiar to Taddeo, is evident 
in the Annunciation, where the Virgin sits and quietly awaits the 
angel who Hies down from heaven. In the Salutation he makes 
Elizabeth kneel before Mary. In the Apparition to the Shepherds, 
he paints a graceful angel; to the shepherds he gives true and 
energetic action. In the Adoration, St. Joseph sits with his knees 
between his hands. In the Progress of the Magi, it is no longer } 
a star but the figure of the infant Saviour in the sky that guides j 
them.'^ One who looks up under the hand which he raises to 
protect his eyes discloses a very common type in Taddeo Gaddi, 

* Dark verde, and the lights stippled in a somewiiat purple tone, the outUnes of 
a oI«nt>nd. 

* All the figures here are repainted except the hwd notioed in the text The 
Adontion of the Magi it likewise repainted. 
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. a long nose and chin, and a forehead and head that suggest 
absence of brains. In the pilasten at the sides of these sceoM 
St. Joseph with the blooming rod is a figure of some beautj; 
David below, tnmpling (m Goliath, is fine. But greyish lights 
painted over red semitones and red shadows and ^>M^tiging hues 
in flesh tints have a disagreeable efifect In the sections of the 
ceiling Faith, Hope, CShaiitj, Prndenoe, Justice, Tempeianee^ 
Fortitiide^ and Hnmility are painted in monochiome without the 
Isncj of Giotta One exsmj^ may be dted to show bow little 
fbe piqpa inherited this qnsHtgr. Giotto, at the Arena of Bsdua^ 
represents Tempecsnce with a bit in her month, holding a swtnd 
bonnd to its scabbard; Taddeo merely represents a female holding 
a sicUa 

It hss never been donbted that these frescoes^ which Yaasri 
assigns to Taddeo, were really designed hj him. But if tried by 
a sure testk that is by oompsrison with works which bear a name 
and a date, it will be seen that Vasari's biography is, in this 
instance, correct. One of these works is an altarpiece in the 
Museum of Berlin, inscribed on the central paneP with the 
painter's name and the date of 1334. 

The infant Saviour, characterised by a broad head and cheeks, sits on 
the Virgin's knee, and faintly attempts a smile as he caresses her face. 
The slender, narrow-faced Virgin, in a simple attitude, shows a strange 
exaggeration of tenderness in the half-closed eyes. Some nature ia 
observable in the portraits of the patron and his wife, kneeling at the 
foot of the throne ; stem gravity and minute finish in the saints on the 
border of the antique fiame at each side. 

Taddeo succeeds in renderinj^ maternal tenderness with some's 
show of affectation. Eeligious feeling he clearly does not possess. 
A certain seriousness and steadiness of gravity may be noted in 
the figures of apostles; the drawing is precise and more than 
usually careful, especially in the extremities. The colour is 
bright and so rich in vehicle as to appear moistened with oil, 
yet it is a little flat in general tone. The draperies have gay and 
vaiied hae& In the left wing the Birth of the Saviour is all 

• 1 Berlin Mnwan, No. 1079-81. TlMiiiMripitioiiis:^AKiK>SifLll.ooazzzini. 
unnns noiniaau tabsus mx ncrr. 
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imt a repetition of the same subject by Giotto in the lower 
church of AssisL^ Above this scene is one from the life of 
St. Kicolas of Ban, dramatio and truly Giotteeque in character** 
whilst in the right vring, beneatii two prophets in the ai^es^ is 
the CTQcified Savionr, a long slender nnde, as yet not odonal, as 
Gaddi afterwards oonceiYed it The Ifag^en grasps the foot of 
the eroes, and the Virgin and St. John Evangelist stand at each 
side. Above this also a scene from the life of St Nicolas of 
Bail is depicted, in which,* as in its counterpart on the other 
side^ individuality and animation are conspicuous. Kone^ indeed, 
bat a pupil of Giotto could have followed with such certainly his 
laws of composition. The saints on the outer face of the altar- 
piece are ftoble/ and recall more than the rest the least finished 
manner of the frescoes in the Baroncelli chapel. But doubtless 
much of this bad effect is caused by abrasion.^ Another and, if 
possible, still more important example is an altarpiece originally 

1 Ab vmul fha Ua« of the ebeek foUom tiiat of tiio now and month. 8S. Jolm 

Baptist, Loals of Toulouse, and twelve apostles. The group of womoi mdliltg tlio 
Child ia absent. In the distance the Adoration of the Shepherds. 

' "Where Taddeo represents the saint returning the child to its parents. The 
aflfectiou of the latter is well shown by the action. A natural incident, too, is that 
of tho dog reoogniaiiig in tlio child an old friond. In tlie upper aDglet two prophatB. 

> Tho Mint pnaonte fho ehild frith fh« oap to its aoriitiMd ponnti, who ait at 
a table. 

* SS. Margaret, Catherine, and Christopher carrying the Saviour. Christ 
between the Virgin and £vangelist. The three panels, forming origioallj an altar* 
piece, woo in the gallery of Kt, Solly. 

' In the Bigallo at Florence, in tike room of the ' Commissario,' is a amaU 
triptych which, with slight exception, corresponds with the picture at Berlin (some 
saints here and there being different). The subjects, the composition are similar. 
The painting, too, has the same character and beauty as that of Berlin, and is by the 
aaBM hand. Tho paintai^ name la abaanti bat on the border of the oentnl jdnnaela 
aio the wofda: akko Domm mooozxxiil Thia ia a very pretty and weU-pteaenrad 
pieoOt ahowing how the painters of this period repeated themselves. 

Another very pretty picture in the same character was preserved till quite lately 
in the convent of the Angeli at Florence. It represents the Crucitixion and saints 
— a triptych with gables. Yet another in tiie Onaidaioba of tiie Dnomo at florenoe 
•repreaenta the Virgin in half length irith an open book in her hand ; with tho 
oilier hand she points to one of two figures kneeling below her, these belflig 
represented right and left by St. Zenobius and St. Catherine. In the cusp of 
the picture Ohrist appears in benediction. Below are the words: ano Diii 
MCCC.XXXJII Dis. XV riBRVABi. In the well-preaerved pand there is mnch of 
tho ehaiaeter of Oiotto in the malo aaint» and more of TSiddoo in the Si Oathaiinab 
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in the sacristy of San Pietro a Megognano, near Poggibonsi, now 
in the Academy of Arts at Sieoai inacribed with the date of 
1355 and the master's name.^ 

The Virgin enthroned holds the Infant on her lap^ He has a 
hiid in bis right hand. With the left he graflpe one of the 
Yiigin'e iingeia. Left and rights an angel erects holding an 
oifining of ungnenta and of a crown. Lower down the aidea the 
four ft^geb kneel— two offering flowen» two with the incenae and 
oeaaer. 

Thia pietme* oontona all that baa been aaid aa to die chaiao- 
teriatioa of the painter^a manner, and ahowa what Giotteaqne art 
waa twenty yeaca after tiie death of Giotto. 

Guided by theae ezamj^ea we turn to the small panda in the 
gallery of Berlin, which represent the Miracle of the Fallen 
Child of the Spini family and the Descent of the Holy Spirit.' 

Both of thera fonii part of a series which once adorned the presses 
of the sacristy in Santa Croce at Florence. They were assigned by 
Kumohr, on the authority of Vasari, to Giotto> Taking the first of 
these panels in connection with the rest of the series, ten in number, 
which are now in the Academy of Arts at Florence,^ it is evident that 
the compositions are by Giotto, and carried out accoiding to his maxims; 

^ Ontheitflpof thefhroiwaiidtlMloiNr s^of the piotuiet TABDnn oaddi 

D FLORETIA MX PiXIT. M.CCC.LV. QrKRTA TAVOLA FECE FARE C.IOVANNI DI SER 

SEosiA r REMEDio DEL ANiMA HTA ?. db' suoi passatl The amis of the donor are 
above the signature — three roaes aud bar on field azure, probably arms of the Segui. 

* Thtj MO oerteinly the ainu of the Segni. Hm pjotare wm peinted for tlw 
Segni chapel at & Lncchcse, Foggibonsi 

^ Gold ground. Well preserved, with exception of elmnon OH the left loww 
comer ; the picture i8 a simple arched rectangle. 

* ' No. 1074, once assigned to Giotto, and No. 1073, Berlin catalogue. 

* Yasabi, ed. Seneoni, i., p. 876, and Evmobb* Ffamhungen, ii., pp. 63, 64. 

* Flotenee Academy. No. 117, St. IVuiois abandons his heritage. No. 118, 
Innocent sees St. Francis in a dream supporting the falling church. No. 119, 
Innocent ajiprovcs the Order of St. Francis. No. 120, St. Francis appears in a 
flaming car to some of his disciples. No. 121, Martyrdom of seven Franciacans at 
Ceote. No. 132, Henoriiis III. eoofinuB the ralee of the Oid«r of BL Fkucia. 
Ko. 1S8, Sti 'FnndB holding the infant Christ at the Christmas He«. XTo^ 124, 
St. Francis appearing to St. Anthony at Aries. No. 125, St. Francis receiving the 
Stigmata. No. 127, the Funeral of St. Franci-s. No. 118 is so different from the 
same composition at AsBisi that the head of the Pope is turned in the opposite 
diiMlioii, and St Peter is introdnOBd near the Fopo. Na 125 ia an exact oountezw 
part of the fkesoo at Iseiai, and so is No. 122. 
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that the attitodM and the action aie likewue his; tiiat the solgeetB 
ai6^ in feket^ nune or less, repetitionB €i the frescoes of the Upper Ghmdi 
of Assisi, but that the exeoation is sketchy, conyentiona], and deeonk 
tivej that the fseling of the gieat master is ahsen^ whilst the hesdsi 
features^ and extiemities aie executed in the fslse foims pecoliar to 
Taddeo in tiie Madonnas of 133i and 1355, and the frescoes of the 
BaroncsUi chapeL At the same time, Taddeo's peeoliarities«-gandy 
ooloQiv solid impasto, and bold xapidit^ of handling— ate as weU 
maiked as in the certain examples of his hand. The panel at Bedin 
is nndoabtedly the best pieserred of the seriesi and exhibits most 
dearly the style of TaddeOb 

The composition of the Descent of the Holy Spirit at Berlin belongs 
to the second series pxeserved in the Academy of Arts at Florence, and 
isi like its companion representing the miracle of tlie fallen child, in 
good preservation; but of the twelve panels at Florence the finest is 
the Transfiguration, which is as admirable as the compositions of Giotto 
earned out by Andrea Pisano in the bronze gates of the baptistery of 
Florence. The Saviour is represented ascending from Mount Tabor 
with Moses and Elias at his sides, whilst three apostles are prostrate 
on the ground in terror at the extraordinary light tliat shines in the 
heavens. It is a fine compoaition, with defects of execution common 
to Taddeo Gaddi.^ 

Santa Crooe, as we saw, could boast in the fourteenth century 
of more frescoes by Gaddi than by Giotto himself. These have 
all perished, except those ve have already described in the 
BaronceUi diapel, those which we shall presently examine in 
the great refectory, and those which once covered the wall and its 
ardiings forming the outer side of the BaronceUi chapeL 

In the curve of the arch there were rescued from whitewash, in 
1869, half lengths of saints; on the wall to the rights two mutilated 

' Hie rest of the mtIm at the Aosdflmy at FIoniiM eompriiH: No. 104, tko 

Salutation. No. 105, the Adoration of the Shepherds. No. 106, the Adoration 
of the Magi. No. 107, the Presentation in the Temple. No. 108, Christ amongst 
the Doctors. No. 109, the Baptism of the Saviour. No. 110, the Transfiguration. 
1^0. Ill, the Last Supper. No. 112, the Crucifixion. Here the form of the Saviour 
k leu perfeet* ahorter, end of wone proporttou then in the plotiiNi of Qiottik 
No. 113, the Resurrection. No. 114, Noli me Tangere. No. 115, the InorednUty 
of St. Thomas. Akin to these in style, but long attribut«(l to Giotto* an e 
Crocifixiou and a Laet Supper in the gaUerj of Munich, Noa. 9dl-083. 
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prophietB and lenudnA of another fresco. On the wall to the left^ Chziat 
on a aeati with two figures near him, may be remnants of the Dispnte 
in the Temiile to which Yaaari alludec^ Near these hagments are 
remains of two other figures. 

In the great refector}' the Last Supper is depicted beneath a 
vast Crucifixion and Tree of Jesse, and four side scenes from the 
life of St. Francis and St. Louis by some unknown Giottesque. 

Tlie Saviour sits behind a long table in the midst of his disciples, 
and St. John falls fainting on his bosom. Judas alone is seated in 
front of the table, and places his hand in the dish ; St Peter, from his 
place at the side of St. John, looks sternly at the traitor; whilst the 
apostles generally are distinguished by animated movement. Amongst 
tho opi.sfMlea depicted ut the sides of the Cnieifixion are St. Fiancia 
receiving the Stigmata and the j^oli me Tangeie.^ 

The wall so adomed has a fine and impoeing aspect, thoi^ 
mooh of the bachgroimd is damaged or repainted. The grandeur 
of the composition in the Last Supper is maned by the somewhat 
weighty character of the figures and the large size of the heads. 
The eyes are drawn with dose horizontal lines, and without 
oomero as was usual with Taddeo Gaddi; the fordieads axe low, 
the necks broad, the hands short and coarse. Abraptness in the 
passage of light to shade, abuse of opaque red in the shadows, a 
bold ne^^ectfol ease of hand in the drawing and colouring of the 
parts, artificial draperies, and gaudy tones of vestments are all 
peculiarities of Taddeo. The Crucifixion, on the other hand, is 
composed of figures remarkable for length and incorrect pro- 
portions. Some of those in the foreground are very feeble. This 
subject, with its attendant figures in the Tree of Jesse and side 
frescoes, is laid in, however, with a certain ease, and reveals an 
artist of the middle of the fourteenth century, confident in some- 
what slender powers, and sacrificing the great principles of art to 

* Vasari, ii., p. 573. 

' In the Crucifixion St. Francis grasps the foot of the cross. To the left is 
a kneeling fig^irc, behind which the group of the fainting Virgin is placed. To the 
right a Uahop sits, vitli three Mists at bis rick. The baokgimnids, originally blue, 
an now red. Near St Peter, in the Last Sapper, the intonaoo hu &Uea, and other 
parts threaten to drop. The eomer <tf the tible to tiie li^t end perte of tiiigle 
figures are repainted. 

* This fresco has been recently restored. The great refectory is now the Museo 
deU' Opera diS.Oioee. 
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boldneas and rapidity of handling. Should his name ever become 
known, it may appear that he is also the author of a Crucifixion 
in the sacristy of Santa Croce, surrounded by smaller frescoes 
assigned to Taddeo Gaddi, but which must be restored to their 
real author, Niccola di I'letro Gerini* The same artist produced 
a Crucifixion, with four angels in various attitudes hovering in 
the air, the Magdalen at the foot, the Virgin, St. John, and two 
monks at the sides of the cross, in the sacristy of Ognissanti;* 
better perhaps in the proportion of the figures than those of 
Santa Croce, but especially interesting as showing that the author 
of them must have been the teacher or forerunner of the artist 
who painted the frescoes of the patient Job at the Campo Santo 
at Pisa. It will not be necessary to revert to the works of 
Taddeo Gaddi at Santa Croce further than to state that frescoes 
assigned to him by Vasari in the Einuccini chapel are obviously 
of a later date, by Giovanni da Milana' It is, indeed, remark- 
able that Vaaaxi, who should have recognised the master's work 
by his style, was in too much haste to distinguish the works of 
Taddeo from those of his pupils — or inferior men, like the painter 
of the Crucifixions in the sacristy and great refectory — or those 
of Niccola di Pietro Gerini, who is evidently the author of the 
Entombment assigned to Gaddi in the Academy of Fine Arts at 
iloience.^ Gerini was an artist who lived till late in the fif teentii 
centoiy, the painter of several frescoes at Fisa and Prato^ and one 
whose position amongst the followers of the deelining Giottesque 
manner will require fature oonsideration. 
AmongBt the pictures of Taddeo Gaddi, one was recently in the 

' Sm poUM, p. SM, Qoini. At tlM tSAm of tli« worn, the Virgin, 8t Jolm 
Evstigelift, the Magdmlen, BL Fnmcis, St Louis, and St. Hel«n; in the air about 
it, six angels complete a fresco exactly aimikr in ehanMrlor to th« Croeiftuoii and 
Tree of Jesse in the great refectory. 

* These pftintings hAYe suffered much from damp. 

* Abovn the lUse edUng of Gappelk deP Bond in the Otnnlne, remAini of 
pointings, particularly ft profile of an apostle, psrimpo St. Peter, were recently 
discorercd. The character of this painting — Giottesque, of the last half of the 
fourteenth century — is fine, the colour warm, and the handling bold. This head, 
removed by one of the monks, much altered by retouching of the outlines, and 
mode opoqne in oolonr, wui lately in powoiwion of Sir H. Lijard. 

* Yababi, od. Sonnoni, L, p. 574. This piotnro mo in tiio olinreli of Onu- 
michele, and it nov Now llS in tiio Aotdonj of Arti U Flofonoe. See puUOt 
pp. 267-S. 
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church of Santa Felicity at Florence, on an altar beneath and to 
the right of the organ loft ; another, reminiscent of his style, is in 
the antechamber of the sacristy of San Giovanni Fuorcivitas at 
Pistoia ; and a third in the Museum of Naples. 

The first, an altarpiece in the form of a fiTe-nifsbed tabemaclep repre- 
sents the Virgin and Child enthroned amongst saints and angels, with 

Hopo, Faith, Humility, and Charity symbolically depicted on the 
pinnacles of the throne.^ It has quite the character of the Baroncelli 
frescoes ami the altari)iece of 1355. The second picture,^ similar in 
subject to the last,^ but with tlio Annunciation in the upper spaces, may 
be noted for heads of a lower type than was usual with Taddeo. 

The third of the pictures is dated 1336, and is a triptych of hard 
but transparent surface-colour, painted without tlie usual preparation, 
but with rapidity, on a white ground, in warm tones tending to yellow, 
high in surface in the lights. In bold handling it rivals the panels of 
the Santa Croce presses. The figures are square and short, but not 
inelegant.^ 

These and other pietnreB— eridently proceediDg directly from 
the school of GiottOi bat bearing no names and authenticated by 
no records— would alone prove to what conventionaliam art had 
already tallea* 

* This altarpiece has been restored. SS. John the Baptist, James the Elder, 
Lake, and Philip. The Infant holds a bird, and four angels kneel singing and with 
oflbring* of flknrora at each dde of the throiM. Little prophets, in pairs, an in tiw 
■paadrela of the areliM* nndor whieh tho diiof Minti u« paiatad. 

* • In the year 1353 Taddeo Gaddi executed a Madonna for S. Giovanni Fuor- 
civitas. In the Archivio del Suboconomato at Pistoia, in one of the Libri di 
Enirata e tucita of the Opera di S. Giovanni (Libro, D. 295, o. 9) is an entry of the 
yctr IWS loeonUng a payment to the maeter : ** A maestro tadeo per rceto della 
tsTolft di UMtm donaa florini Y d'ora.'* 

* Virgin and Child hetneen 8S. Joha HhwmgsHst, James the Sder, Beter, and 
John the Baptist 

* Naples Mnaeum, Sala IV., Upper Floor, No. 47. In the centre is the Madonna 
enthroned between fonr saints (SS. Paul, Peter, Anthony, and a bishop ; the head of 
St FmiI damagad)} en the winga, tibe BapUam of the Savioor and the Depodtion 
from the Cross ; with the Annunciation in the upper spaces. 

♦ This picture is attribnted to Andrea Velletrano in the official catalogue. 

• Three parts of a predella (No. 1302) in the Louvre — the Dance of Salome, 
Orucifixion, and Christ surrendering the Soul of Judas to Demons— have much of 
naddeo Gaddf • atylo. A Yiigln and Ohild in a maadoria, with aiz aaiata kneeling 
in the lower part of the pictnta, ii friaely assigned to Taddeo Gaddi in the Palace of 
Ifeiningen. It is a Giotteaqve panel of Gaddi'e achool. Two pktnrea in tha 
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Taddeo is said to have been an architect as well as a painter. 
During Giotto's absence at Milan he is reported to have fur- 
nished the plans of the Ponte Vecchio and Ponte Santa Trinita. 
According to Yasari he was one of those employed in the works 
of Qrsaxunicliolo, and he is desoribed, though not correctly, as 
having conducted those of the campanile after Giotto's death.^ 
It is very doubtful whether he ever practised as an architect at 
alL It is not till 1366 that we find him in the painter^s guild at 
Plorenoe.' In that year, too, we note him on the council which 
met to discuss the progreact of the front of Santa Maria del 
Fiore, a model having been executed for this purpose In 1357 
hj Lapo Ghini, in the joint design of Tbddeo Gaddi, Qrcagna, and 
others.* Knmerons paintings in various churches and edifices of 
Florence might testify to Taddeo's untiring industry, had they 
not been destroyed more completely than those of Giotto. The 
frescoes of the tabemade of the Company of the Temple, at the 
corner of the Via del Crodfisso^* fell witii the tabernacle itsell 
The frescoes in the cloisters and convent of San Spirito, the 
altaipieces in San Stefiano del Ponte Vecchio,* the wall-paintings 
and pictures In the church of the Servi,* all perished. 

VwltimtX Gallery (Not. 215, SIS) will be found in the notioM <»f Don Lorano 

Monaco. The Baptism of Christ (No. 579 in the same gallery) has the character 
of the close of the fourteenth century. It is a feehle picture, of whicli the partially 
obliterated signature must, we believe, read not 1337 but 13S7. The figures in the 
enaps «!• by anotlier hand, and have tibe obaneter of Gloraoni da Mihno. A 
Virgin and Child, with saints and angels (No. 67 in the Gallery of P«irDgia)> 
assigned to Taddeo, must be placed amongst the more modern works of the school 
of Agnolo Gaddi. The Birth of the Virgin, in the University Gallery at Oxford, a 
hj Ginini, tbongli magMd to Tiddeo. 

* Tasau, L, pp. S77 and 586. But PuoGi {CmHlo^nio, canto 85} states that the 
successor of Giotto as anhiteet of tho oampa&ilft vat fixat Andrea Fiaano and then 
Francesco Talenti. 

* GuALAXDi's **Begi8ter of the Guild,'* in JTrnwrfe ifi SOh AHh aerie 6 (8vo, 
Bologna, 1845), p. 188. 

* RuMOHR, U.S., ii., pp. 116, 117-66 ; and Guasti, Archiv. Stor. Nttova Ser., 
torn. 17, pp. 138-41. Taddeo was of the council in 1359, 1363, and 1366. Del 
Migliore found notices of Taddeo aa a purchaser of property at Florence in 1352 
and 1365 ; aa umpire in 1866. Annot VAtABi, i., p. 588 n. 

* Vasaiu, ed. Sansoni, i., p. 574. 

* In 1755 an altarpiece by Taddeo still existed in S. Stefano. In 1728 it had been 
divided, and scattered in the cells of the friars. Vide Rich a, Chiuc, ii., p. 77. 

* Vaiabi, ad. Sanaoni, L, pp. 674, 675. Fx% Froqievo Barnavdi. in an apology for 
tha miraoalana Yirg^ Annnndata «f tli* Serri, allndca to Tbddao Gaddi'a liwaooaa, 
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At Pisa, in 1342, Taddeo painted an altarpiece and frescoes, of 
which an authentic record is preserved in a letter written by the 
artist himself to Tomniaso di Marco Strozzi.^ Of the altarpiece, 
unhappily, we have no trace ; but the frescoes still in part exist 
in the choir of San Francesco of Pisa, where they were executed 
for Gherardo and Bonaocoiso GambacortL 

Wliat fentaini of ihe latter is tiie ceiling, divided by diagonals, and 
the TwelTo Apoetke in the enrve of the areh leading into the chapel 
The aposUes an either repainted or in a gntA meaauie oUiteiated. 
The rest ia much damaged.* In one eompartment^ vheie SI "Ennm, 
in ecataaj, between Faith and Hope, shows the sticpnata, the allegorical 
figoiea hovering in the air are elegant in f oim and movement^ of good 
pioportionfl^ and admirably draped. Of two figures in the aogles* one 
has escaped the late of its covmteipart on the opposite side, end repre- 
sents Obedience wearing the yoke. In tlie next compartment^ saints 
are phoed in oouples fronting esch other — St Dominic with BL 
Augustine, St Francis* with St Louis of Toulouse, St Benedict with 
St. BssiL In the same order in the an^es are the all^orical figures of 
Tcmpexancei Wisdom, Himulity, Chastity, Fortitude, and Penitence.^ 
The signature and date, preserved in Yasari,^ have disappeared with 
the fireaooes of the walls, a portion of which, representing a youthful 
and an aged saint, were quite lately whitewashed. The distribution of 
the space in the ceilings is well carried out according to the maxima of 
Giotto. Of the firescoes executed in the cloisters of San Fraooeaoo 
of Pisa nothing rraiains; but if tlie gigantic head of the Virgin and 
part of the Saviour preserved in the Cappella Ammanati of the Campo 

and says the dooumeuta respecting them were in the records of the convent when 
he wrote at the oIom of the last century. See Eicha, Chiese, viiL, p. 89 and foL 

* Sea TkddM's Uttw, dated September 7 (flMl), in Za teHUum di JtrlUH 

Italiani riprodcUa con la fotografia, Firenze, Carlo Pini, 1871. 

' The saints represented are SS. Basils Benedict, AugllstilM^ Draainic^ Anthony 
of Padua, Louis Bishop, and Francis. 

* ' St. Francis holds in his hand a book bearing the words, rass ordii^es hic 

OBDIWAT. 

* Faith, with a draped head, carries a cross and is veiled. Wisdom carries 
books ; Chastity bears a lily and vial ; Fortitude & pillar and ahieU ; Peniteaoe an 
instrument of flagellation. The blue gi ound is gone. 

* Vasari, ed. Sansoni, L, p. 575. "^lagister Taddeus Gaddus de Floreutia pinxit 
banc hiatoriem flaaeti Fraiieiaei et Saneti Andres et Senoti Kiodai, a.i>. mocxizlxi. 
de menae Avgoatl.** The aide mlla vera whitewashed in 1618. Fid§ Mobbova, 

iii., p. 56. 
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Santo be a fiagment of them, they cannot have been by Taddeo Gaddi, 
whose fonns were not of the character peculiar to these remains.^ 

On his return to Florence from Pisa Taddeo painted allegories 
in the tribunal of the Mexcanzia, which have perished. He was 
afterwards called to Arezzo and Gasentino, where he executed 
numerous works with the assistance of Giovanni da Milano and 
Jacopo del Gasentino.^ His death, ezzoneously referred by Yasari j 
to 1350, only occurred in 1366.' He was buried In the cloister of ) 
Santa Groce.* 

^ Hill fragment is ooUmrkes, and the satjjeet is only Tirible in ouiUiie. The 
mutut hes been altered by varnish. 

* He is said to have painted at the Sasso della Vernia, where he first mot Jacopo 
(Vasau, ed. Sansoni, i., p. 669). Ricua {Chiese, iiL, p. 31) speaks of certaiii 
froaooee in the ehepel of the Palagio fkmily, church of the 88. Anrnmatieta, at 
llofenot, painted in 1 353, and removed to make place for others by Matteo Roeselli. 

' Albkrtini (F.), Memoriale di molU statue, etc., della citta di Firenze ; ripub- 
blieato nel 1863 (Svo, Florence), p. 15. The same author mentions a standard by 
Taddeo in San Lorenzo at Florence, p. 11, and six panels in the sacristy of Sra 
Spirito, p. 16. 

♦ Dr. Ugo Nomi holds that Taddeo did not die nntil after 1371, and in his 
Delia vita e delle opere di Ccnnino CenniiU {SiooA, 1892) he gives substantial 
grounds for this belief 

• « In the Miurfe Fol at Geneva ia a small Madonna of the school of Taddeo 
Oaddi, wliich has hitherto passed unnoticed. 

Two small pictures, a Last Supper and a Crucifixion, in the Munich Gallery 
(Noe. 981 and 983), which were formerly attributed to Giotto, are of the school of 
Tiddao Gaddi 

According to Alessandro Segni, a distinguished scholar of the seventeenth 
century, librarian to Cosimo III. , a chapel appertaining to his family in the church 
of S. Lucchese in Poggibonsi, was painted by Taddeo Gaddi (Arch, di Stato, 
Florence, Cod., 18S2). Ho says that in his day (1633-97) an insoription stHl 
existed in the chapel showing that Taddeo Gaddi painted it. 

Father Jacopo da Radda, who lived at Colle in the closing years of the sixteenth 
century, and in the early years of the seventeenth, and who was one of the witnesses 
to an inventory still existing of the things appertaining to the Segni family at 
S. Lucchese, in the year 1604, gave in his deposition of that year tho tast of three 
inscriptions then to be seen in the chapeh These are the inscriptions as quoted by 
him: — (1) questa chapella a fatto dipingerb le vxtjb di oiovauwi di 

8. 8KN0NIA PX RSMKDIO OXLL ANIMA »UA XT DX' 8U0I DI8CENDXKTI : 

(2) QVnXA CAVfBLLA t M OIOTAHMI DI SIB BIOVA FA3TA A LkVLiM IT BI- 
VXRXNZA DIL H. 8. OIBBV ZIO, KB BIMBDIO DXLL* AMIHA 8VA B DI TUi ' ll I 8UOI 
MOBTX: j^^i cnnisTi rROLxa millenitm duxeuat anxt^m 

HIC TKHCENTKNUM QT'ATKIl HIS CI'M DKCIES OCTO, 
DKMONIVii<lUK CUIKON FH£B£OS LIQUEIIAX EQUOS 
OOILBRtU FATBIA, CUU TV BXTBBMmi DBDISII 
BUIO OPBBI riKKM IVCOLUlfEM QUOD NUMINA 8EBVI1IT. 

The last inioription itatea that tho work was finiahed in 1868 by an artist fhim 
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Amorifrst pictures attributed to Taddeo in liritish collectdons 
we slioiUd notice the following : — 

Ex collection of Captain Stirlingi of Glentyan. Cusped altarpiece, 
with the Etenial in benediction in a medallion at the top. Below, the 
Virgin enthroned, tlic Child on licr knee playing with a bird which is 
perched on the palm branch held by one of four female saints who 
Btand in couj)Ie8 to the right and left On the foreground, before the 
Btejjs of the throne, left, St. Francis and St. John the Baptist; right, 
St. Paul and St. Peter. This is a genuine work of Taddeo Gaddif 
distinguished in some parts by retouches. 

Ex ^faitland collection. A cusped altarpiece with wings. In the 
centre, tlio ]it*Tiial in benediction in a medallion; Ijeneath, Christ on 
tlie cross, with the usual gathering of soldiers and horsemen, the 
Magdalen grasping the loot of the instrument of death, the Virgin 
fainting on the left. In the half cusp to the left is the crucifixion 
of St. Peter ; below, the Nativity. In the half cusp to the right, 
St Nicholas throwing the coins into the room occupied by the maidens, 
beneath which is the Virgin and Child enthroned between St. John 
Evangelist and St Peter (left) and St Augustine and St. Paul (right). 
On the lower border of the triptych, tlie following fragment of an 
inscription : anno dxi mcccxxxviii flouentia. rEiiMORB. . . . The 
figures are designed with great animation; the panels are much in 
the character of those assigned to Taddeo Gaddi and Giottino, and 
are fine productions of the Giottesque school 

Golle. It is difficult to leconcile it witli Alessandro Sej^ni's statement that Taddeo 
GMidi freacoed tlie iutenor of the chapel, aud that he had seeu an inscription in the 
ehapel itwlf reoofdiog tlwt fast It Imi, kowevw, be«& eoigcetund dwt fbe giMitf 
part of the interior of the chapel was decorated with frescoes by Gaddi, and that 
the work was finished by some artist of the school of the Gaddi from Colle, perhaps 
by Cennino Cennini after Taddeo's death. The position of this inscription on the 
ODter fooe of the pilaiter at the right <^ tiie aotruiM to the ohapd lends ooloar 
to this theory. The external decorations of the chapel still remain. They sn 
works of the Gaddi school, and may be by tbe author of the TraJUaio. 

Taddeo certainly painted one picture at the order of the Segni, the Madonna in 
tho BsDM GeHeiy aJnsdy rsftmd to, whioh was fttmaAj in this ehnrdi of & 
Luochese. An altarpiece by an imitator of Taddeo stOl reniaiiw in the church. It 
is a triptych, and has a Gothic frame. Iii the central compartment is a Coronation. 
Both Christ and the Virgin are seated. The throne is supported by two ongabi 
and four angels kneel below. The sides ere salHinmated, and in eseh of the t«e 
sub-arches is a saint. St. Angostine and St. John Baptist are on the right, 
St. Francis and a female saint on the left In the decorative ftamswoik of thit 
triptych above are Uod the Father and two doctors of the chozdL 
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Serious doubts have been very justly expressed as to the 
authorship of the frescoes in the Cappellone dei Spagnuoli in 
Santa Maria Novella at Florence, which Vaaari assigns to Simone 
of Siena and Taddeo Gaddi. This chapel was built between 
X320 and 1350 by one of the numerous architects of the 
I>ominicans, at the expense of Buonamico di Lapo Guidalotti, 
a rich Floientine merchant,^ who died in 1355, before the paint- 
ings of the walls were completed. Vasari states that Taddeo 
Gaddi xeoeiTed the subjects from the prior, and executed the 
subjecstB between 1339 and 1346.' The frescoes of Simone 
created such a sensation in the dtgr ''that the prior determined 
to ask the Sienese to join in Taddeo'a labonrs. The paintings of 
the GappeUone were then half finished, but Taddeo, a friend 
of Simone^ who had been his fellow-papil under Giotto, far from 
objecting to the appomtment, expressed great pleasure at the 
prospect of dividing his work witJi such a friend. Taddeo 
therefore painted the ceiling and one side, whilst Simone com« 
pleted the remainder." It is untrue that Simone was a pupil 
of Giotta If Tbddeo had half finished the painting of the 
ceiling and left side when the frescoes in San Spirito were 
exhibited, we should date the incident previous to Simone's 
journey to A\ignon in 1339. If the work had been completed 
previous to 1339, it could not have been left unfinished in 1355 
at the time of Guidalotti's death. But the doubts suggested by 
the record of a few facts acquire consistency from a consideration 
of the frescoes themselves, which we now proceed to describe. 

The ceiling of the chapel is divided by diagonals into four parts, in 
which the rescue of Peter from the waves, tiie leaomotioa of ChiiBt| 
the descent of the Holy Spirit, and the Ascension are represented. Of 
these compositions, the finest is the Bescne of Peter, which coin|jletely 
embodies the great laws of Giottesqne composition. It may be said, 
indeed, to conipen.^atc for the destruction of the mosaic of tlie Xavicella 
in San Pietro at Home. As the subject stands in the Cappellone dei 
Spagnuoli, so Giotto may have originally composed his. The apostles 
axe visible in a tempest-toeaed vessel, with a balloon sail puffed out 

^ See thd Mitliorities in Marghbiib, u,»., L, p. 191. liloyLTn (JVWtm) saya 1S20, 
end MMfehaee foUowa him. fiiMaolii axA Boighigiaai aay 1860. 
* VAaABi» ua., it, p. 117. 
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by the wind blown through the horns of two allegorical figures flying 
at its mouth. The painter here avoids the mistake prominent in the 
mosaic of Rome, where the symbolical figures of the winds are at 
opposite sides of the compass. This is a truthful representation of 
a Imrk tossed by the winds ; the figures on board express varied 
feelings ; some are calm, others alarmed ; some haul at the ropes. At 
the helm is a more confident figure. One holds on to the sides of the 
bark with great force and looks towards the Saviour, who treads 
securely on the waves ; a second sheds tears ; a thirtl prays with 
joined hands. The composition is fine, and the action is vigorously 
and tnithfuUy expressed. To the right the Saviour rescues Feter; to 
the left a figure angles in the water. ^ 

The Saviour, in the next compartment, ascends from the tomb, 
bearing the cross and banner, in a flood of light ; whilst the two angels 
sit on the sepulchre, at whose base the guard lies sleeping. The three 
Marys approach to the left, and to the right Christ appears to the 
Magdalen. Grace marks the figures of the Marys, but the glance and 
action of the Magdalen are cold compared with those of Giotto.^ 

In the third scene the apostles are on the terrace of a house around 
the Virgin. Prominent amongst them, St. Peter stands in the back- 
ground with the keys. The dove of the Holy Ghost sheds its rays 
on the group, and the flame of the Spirit rests on the heads of the 
elect. In front of the house, which has a porch supported on pillars, a 
crowd of figures is grouped. One is about to enter, others look up 
surprised. The subject is well arranged.* 

The Saviour, in the fourth fresco, ascends to heaven in an elliptical 
halo and a glory of angels. Beneath him, the Virgin stands in the 
midst of the apostles, and the group is guarded by an angel at each 
extremity. These are very feebly executed, £ind, as a whole, the 
Ascension is the weakest composition of the four.* 

The west side of the chapel, assigned by Vasari to Taddeo, represents 
St. Thomas Aquinas in majesty between the prophets, foremost amongst 
them Daniel, St. Paul, Moses, and St. John EvangeKst, sitting on 
a long bench at each side of the throne. At the saints' feet lie the 

* The foreground and sky are repainted, and throughout the flesh tints are 
damaged by damp. 

^ This fresco is in many parts damaged, and the figure of the Magdalen is 
repainted. 

' The yellow ground of the upper scene is new, and the blues of some dresses 
are obliterated. 

* Many of the dresses have lost their colour, and some are repainted. 
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heretics Anus, Sabellius, and Averrhoes; whilst the seven virtues, 
with their symbols, fly over the scene. Beneath these figuies fomteen 
females tie seated peraonifying sciences and virtues, in which those 
have ezfisDied who am seated «t iheir feet; whilst the action peeoliar to 
each scieiioe or virtne ia demoDStiated in single figures or groups in the 
pinnades of the thione devoted to each of them. Qxamnar is 
enthnmed with a globe in her hand, teaching three children; whilst 
at her feet D<»iatiisy who excelled in that science, sits writing ; and in 
the pinnade a female looks at the water gashing oat ol a f oontaan. 
Rhetoric^ holding a scroll, is the symbol of the ezoellenoe of Cicero; 
and 80^ as we proceed, we find Logic and Zeno, Music and Tubal 
Gain, Astronomy and Ptolemy, Geometiy and Eodidt Arithmetio and 
l^rtfaagoias^ Charity and St Augostin, Hope and Jdm of Bamascos, 
Faith and Dionysius the Areopagite^ Piactical Theology and Boethios, 
Speculative Theology and Peter Lombard, Canon Law and Pope 
Clement V., Civil Law and Justinian.^ No talent of composition is 

* The dress of the figure of Grammar is new, and half the face and right hand 
gone^ Tbe dress of Donatas in repainted. 

Rhelotio holds a scroll inscribed : mulceo dum loqijor, vahios induta 
COLORES. The figure is entirely rejminted. Cicero has been restorcii so that ho 
has three hands instfad of two — one holding a book, another pointing to heaven, 
aud a third holding his chin. This last is old, the two others new. The head has 
been altered ia fona by the repainting of the allegoricsl figure above it. In the 
pinnacle a female looks into a mirror. 

Logic has a twig in its right hand, a scorpion — not a serpent, as Vasari says — in 
its left Part of the dress is repainted, as well as the hat on the head of Zeno. In 
tbe pinnacle is a figure writing. 

Mnsio plays an oigaa. Bwt of its green diesi is damaged. Tiibal Osb, bekw, 
strikes vitli hammeit on an aaviL Above, Time ii marked by one with an hour- 
glass. 

Astronomy holds a hemisphere and an arm raised, of which the hand is gone. 
The draperies, which are hero preserved, are fine and broadly treated. The head 
of Ptolemy, below, in profile, is in a good original state. In tiie plnnaele ia a 
fignra with a akkle and a bow. 

Geometry carries a set square. Tlic compass in its right hand is gone, and the 
whole figure is much damaged by restoring. Euclid holds a book» and in the 
pinnacle a warrior with helmet and shield carries a sword. 

Aritimntto has a nraltfiAieatiott teble^ yet ooimte cm its fingers. Beiow, Pytha- 
goras, with a book and a hand raised, is well preserved as regards the head, bat the 
dress is repainted. In the pinnacle a king sits with the orb andaooptre. 

Next follow the theological virtues and four allegories 

(%arity holds a bow and arrow, and is a much-damaged figure— the head only 
in part preserved, the dreaa vepeintad. In the pinnaele to a aiSdiar, witii his hand 

on the hilt of his sword. 

Hope, much damaged, carriea a falcon on hit fist, of which only the claw 
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shown in a work evidently dictated in its arrangement antl distribution 
by bookworms, but the vastness of the fresco makes it imposing, and 
some of the iigures of the lower course are not without character. | 

The figures in the ceilings are marked by expressive features, ! 
and length and slenderness of shape, a peculiarly close fit of 
costume, and an afiTected bend of body. They show none of the 
masculine force, the broad and decisive mass of light and shade 
which characterise the certain works of Taddeo Gaddi ; whilst in i 
the study of extremities, and in details of outline, more care is * 
apparent than is common in the works of Giotto's first pupil. | 
Boldness of hand is less marked than a soft, clear, and careful 
manipulation of pigments. The compositions, which are Giot- 
tesque, are evidently not by Taddeo Gaddi. Antonio Veneziano 
probably painted the Navicella, the Besurrection, and the Descent | 
of the Holy Spiht; another pupil the Afloeiision, which is the 
lowest of the aeries in merit^ Between the figure of the 

remains. John of Damascus, beneath, mends a pen, and is a fine figure. In the 
pinnacle a female ia about to grasp a head in front of her. 

Irith point! to hMTvn $ iHiilrt Dkmytiiii, below, koha at Ui pen and hoMsia 

ink-bottle. This is a well-preserved figure. In the pinnacle stands a figure with | 
her hand on her breast. Boethius, pensive, leans his head on his hand and hiiaiB 
on his kneo. In the pinnacle a child is held up by a female. 

Speculative Theology holds a disk, in which a figure with two heads is depicted. 
Peter Lombwd, benevUi, reele hii two hude on the edge of • book. In both fignra 
the heads an pteaemd and the dreai repainted. In the pinnade a female gim 
alms to an aged man. | 

Canon Law holds in one hand a model of a church, in the other a wand; tie ' 
background is repainted. In the pinnacle a man points with one hand to monej | 
whioh Hea In the palm of the other. The Pope givea the benedietion, taxd hoMi 
the keys of St Peter in his left hand. j 

Civil Law is a fine fignre, with the terroatrial globe in its left hand and a drawn 
sword held horizontally in its right. Tlie head is jireservcd and the dress repaiutt i. j 
Joatinian, with a book and staff, in protiie, is all repainted. In the pinnacle & 
woman, of grieyous aspect, wrings her hands. 

Most of the nimbttses are removed by the repainting of the background. Acoord- ^ 
ing to RrcHA (Chiese, iii., p. 88) these frescoes were restored by Agostini Veracici | 
about the middle of the eighteenth century ; but they had been retouched before, | 
as the three hands of Cicero puzzled the ingenuity of the Abate Mecatti, who wrote 
in 1787. ^ 

♦ The ornamental framework of theee figures has been repainted, and badlj 
repainted. All the figures, too, have suffered from sacoesdve restoimtions. 

' See further on the life of Antonio Venesianow 
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Redeemer in the Ascension, and that of the Saviour in the 
limbus in the Crucifixion on the north wall of the chapel, 
assigned by Vasari to Simone Martini, some resemblance may 
be traced. Tn the west face, assigned to Gaddi, the slender 
frames and close-fitting dresses are again remarkable, together 
with a careful and precise execution, and a character more 
Sienese than Florentine. The three remaining frescoes of the 
Cappellone may also be proved to have a Sienese rather than 
a Florentine character. But it can also be shown that they are 
not by Simone Martini. But on this point it is sufficient here to 
remark that^if it could be clearly proved that Andrea di Florentia . 
painted the frescoes of the Campo Santo assigned to Simone, he 
also painted the four walls of the Cappellone dei Spagnuoli at 
Santa Maria Novella of Florence, the two works being evidently 
by the same hand. These productions of the art of the fourteenth 
century are, indeed, second-class works, by pupils of the Sienese 
and Florentine school, and unworthy of the high praise which 
has been given to them. 



II.— L 
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PUCaO CAPANNA AND OTHER GIOTT£SQU£S 

« 

TIME, which dealt but roughly with the pictorial remains of 
Taddeo Gaddi, has dealt more roughly still with those of less ' 
important persons^and we seek in vain to reconstruct the lives 
of Puocio Capanna, Guglielmo di Forll, Ottaviano, and Pace di 
Faenza. Puccio is not a mere phantasm, since his name is on | 
the register of the Florentine painter's guild in 1350 (old style).^ 
Earlier still is a record in the ledgers of the Opera of San { 
Giovanni Fnorcivitas at Piatoia,' which- notes him amongst the 
best masters of Horenoe between 1310 and 1849, together with 
ISaddeo Oaddi, Stelsno, Andrea Orcagna and bis brother Naido, 
Pacdo Capann% and Maestro Franoeeoo, a journeyman in Orcagua^s | 
service.* Vasari asserts that friendly relations united Puocio to 
Giotto, but amongst the numerous frescoes which he mentions as 
Puocio's work the nugority diffsr fnm eadi other in style, and all 
are beneath the standard of a direct disciple of Giotta* We fail 
to discern in the crucifix at Santa Maria Novella of Florence, 
which P^iocto is supposed to have executed in Giotto's company, 
either the form or the character of the great Florentine.* , 
Santa Trinita* and the Badia^ at Florence, San Cataldo of i 

' GuALANDi, u.t., vi., p. 187. Baldiwucci, m.«., iv., p. 858, gives the date of 
registry as 1849. 

See antes, 136. 

* * Vababi, ed. Sansoni, note to L, p. 618 n. There is no foundation for Milanesi's 
assumption that this Francesco was Francesco Traini. Between the years 1340 and 
1380 tiiere were no less than fourteen painters who bore the oame Francesco enrolled 
in the Florentine guild. See jkmIm, p. 227. 

« Ihta,, ed. Sanwml, t, pp. 408, 409. * Ibid,, p. 894. 

* In S. Trinita hepidnted ia • cbftpel of the Strozzi, the Coronation of the Vligjn, 
aiQch in Giotto's manner, and scenes from the life of St. Lucy {ibid., p. 403). 

' Puocio painteil the chapel of the Covoni near the sacristy {ibid., p. 403). An 
sltorpiece in that chapel is mentioned by CinelU in Richa, u.a , i., p. 199. 

146 
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Bimm^ Bologna,* no longw yield any clue to Poccio'e Btyla 
Scenes illnstiatiTe of the Paaskm in the Lower Church of Aasisi 
would do him honour, were it possible to forget that Giotto is 
the author of them.' We might be forced to fall back at once 
upon the frescoes attributed to Puccio at Pistoia were it not for 
the wall paintings of the Maddalena chapel in the Lower Church 
d Assisiy which it is dear none but a pupil oi Giotto could have 
laid out with the varied scenes from the lives of the Magdalen 
and St. Mary of Egypt which we find there. The chapel was 
devoted to the remains of Pontano, Bishop of Assisi, whose days 
were finally numbered in 1329. His arms certify that it is he 
who is represented receiving consecration from St. Eufinus in the 
spandrels of one of tlie painted arches. 

In a triple course of frescoes, six scenes from the life of the 
Magdalen and St. Mary of Egypt are depicted. In three lunettes, 
the Communion, where three figures look on and four angels 
carry the saint to heaven; the gift of his garments to Mary by 
Zosimus in the cave ; the Magdalen carried to heaven in a mantle 
by four angels. In the lower courses, Christ anointed by the 
Magdalen, the Eesurrection of Lazarus, the "Noli me Tangere," 
and Lazarus miraculously reaching the port of Marseilles. In the 
spandrels of painted arches, imitating recesses in the side walls 
of the chapel, the consecration of Bishop Pontano, the figure of a 
female saint, another female saint raising a kneeling monk, and 
a half-figure of Lazarus; twelve figures of saints, male and female^ 
in the entrance vaulting, amongst them St. Peter, St Matthew, 
Stb Clara. In the diagonals of the ceiling are the Saviour, 
Magdalen, St Maiy of Egypt, and Lazarus in a medallion. 

Amongst the compositions of a series clearly due to a pupil 
of Giotto, though assigned, on no conceivable grounds, to 3ufifol* 
macco,^ the finest is one in which the Magdalen lies prostrate at 
the Saviour's feet whilst he addressee his host and the apostles in 
attendance. A Baising of Lazarus and a "Noli me Tangere" 
are counterparts of the compositionB at the Scrovegni in Padua. 

* Here he painted a wnok In whioh hit own likeness was introdooed (VAiABi, 
ed. Sansoui, i., p. 403). « Ibid., p. 404. 

' Assigned to Fuccio hy Yasaki (ecL Sanaoni, L, p. 408). 

* Note to Vasabi, od. SouwDi, i , p. £07. 
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The tuflhnical execation and colouring of the seriee xemind us of 
the allegorical ceiling and the scenes of the Passion in the south 
transept of the Lower Church of Assisl Giotto's designs are 
copied, his forms imitated in clear, bright keys of colour. None 
bat a painter who actually assisted Giotto could have done this, 
and we may discern in the painter the helpmate who worked as a 
subordinate at the oeiliiiga who was not ambitious of daring more | 
than to rspvodnoe his master^s creations without alteration, and 
whose secondaiy talent would suit the charseteristicB under which 
Pnecio is presented to his readers by Yasari.^ Yet it may be 
admitted tiiat the frescoes of the Maddalena chapel are not like 
the solitary remnant of those in San Francesco of Pistoia. 

This fragment in the altarplate press represents St. Mary of Egypt 
taking tlie Communion from Zosimus, rudely executed in the Giottesque i 
maimer by an artist of little refinement.' ' 

I 

That Puccio at one time resided in Pistoia is afiBrmed by Ciampi 

and Tolomei,'* who give the authority, without quoting the text, 
of conventual records in San Francesco. We have it on tlie 
authority of Vasari, also, that Puccio painted scenes from the life > 
of St, Francis in the choir of San Francesco of Pistoia.* The recent 
recovery of these frescoes by the removal of an old coat of 
whitewash enables us to recognise a series of subjects similar to 
those illustrating the life of St. Francis in the Upper Church of 
San Francesco at Assisi. The surface thus laid bare is frag- 
mentary, but the remains display outlines of bold freedom, colour 
of some force, and flesh of warm brown tone. Amongst the 
subjects are: St. Francis receiving the stigmata, St. Francis | 
undergoing the ordeal of fire before the Soldan, the saints 
casting out devils at Arezzo, supporting the falling edifice of the 
cbuich, leoeiving the oonfinnation of his order, Christ com- 

^ These frescoes are damaged bj time, dust, and partial dropping of the plaster. 

* The w«]b W9 wliitswMihed with the ezoeptioii of the put indoaed by th« 
press. Sti Ifaiy ct Hgjpt kneels with her arms crossed on her breast Part of 
the head, arms, and breast of the saint remaiii. The fleah tint! daiDaged by 
rubbing are somewhat purple in shadow. 

> ToLOMKi, U.S., p. 138. Ciampi adds that, according to records in San 
Fmaoeaoo, Pnooio bagui to Ubonr Ihi&n, but tiio irork mw intomipled by hb 
dMth {iruu. JML, u,$,, pb 108). * Vm4U, td. StoMni, I, pp, 402, 40S. 
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inandipg him to restore the chniob, Lazarus, the Magdalen, and 
other saints. Iigored as these fragments have bm by the 
treatment which they have ondeigone, they reveal the hand of 
a disciple of a school of Giottesques. The period in whieh he 

practised is indicated by remnants of an inscription on the 

pilaster to the left of the ingress to the choir. The chapel is 

described as having been decorated by order of Bandino Conti 
of the family of the Ciantori of Pistoia ia 13-i3, i.e. six years 
previous to the date of Puccio's registry in the guild of Floren- 
tine painters. But these are not the only works recovered from 
whitewash in San Francesco of Pistoia, There are fragments of 
scenes from the life of St. Anthony brought to light in the chapel 
of Sant* Antonio, which are evidently by the artist who worked 
in the choirs. Episodes of similar appearance have been found 
in the chapel of San Jacopo, and a Marriage of the Virgin, her 
Death and her Ascension in yet another chapel. But it may be 
that the frescoes of San Jacopo, and those representing scenes 
from the legend of Mary, are by Giovanni di Bartolommeo 
Crif-tiani or Antonio Vite. That a crucifix by Puccio once 
existed in San Domenico of Pistoia is affirmed by Vasari, who 
quotes the inscription which certified its origin.^ In addition to 
the fragment in the choir, the frescoes in the chapel of San 
Lodovico at San Francesco are assigned to tiie master, but these 
are also not unlike the productions of Giovanni di Bartolommeo 
Cristiano'; whilst in the chapter-honse of the same convent a 

^ Yabixi, ed. Suttoni, i., p. 408. 

* These fr«too«t|ktel7naoa^fhimwUtewaah,npnsm 

nsual attendant groups, and, in front, a lady kneeling, mppoeed to be Donna Lippa 
di Lapo. This lady died in 1386, leaving a will in which she ordered the cliapter- 
house of San Francesco to be painted and the ceiling of the sacristy to be " intona- 
eata." The oommunication of this will, which mentions the name of no artist, ia 
due to the kindiMSi of Fkdn Bemaidino del Torto. It ie Yaiari who states that 
the chapel of San Lodorioo was painted by Puccio with subjects drawn from the 
life of St. Louis. No such subjects exist, and it is obvious that if Donna Lippa be 
really portrayed in the Crucihxion, she can hardly havo been limned by Puccio, 
who was registered at Florence as early as 1849. The subjects in San Lodovico 
(ebapel in San Fnneesoo) are, beaidea tlio Chuiifizioii, two soenea at its sides— the 
Nativity and De})08ition from the Cross. On an opposite wall, tra(»s of St Francis 
receiving the stigmata. In the ceiling, more modern and rude, are figures of SS. 
Peter, Louis, and Lawrence, the two first restored; scenes from the life of St. Louis 
may be under whitewash. 
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Cnicifizion and Boot of Jene, to which Poocio^s name also dings, 
recall the-aame anbjeeta in the great lefectoiy of Santa Groce at 
Florence.^ Other works alluded to hj Yaaari may be dismiased 
without comment' 

As regards Guglielmo di ForU and the two artists of Faenza, 
Ottaviaiio and Pace, the frescoes of the first m Sau Domenico of 
ForU have disappeared,^ and other Giottesque remains are insig- 
nificant* Yet we may except a fragment in the Ginnasio Comunale 
at ForU, part of the series once adorning the church di Schiavonia. 

We may, indeed, regret that nothing remains of these series except 
a life-size Adoration of the Magi, St. Peter, St Jerome, St Pan], 
8t Angustin, three figures and two horses, creations that do more 
hfliMmr to the school of Giotto in theee parte than any aaaigned to the 

> In tilt ehapttr-lKNiM tiit IkiiitiiigTiii^the Sruigeliit Tet a Iibliop mitiiig 
and other lalliti, a kneeling man and a nun in the foreground supposed to be Donna 
Lippa, form part of the Cnicifixion. In two side compartments the Tranafigiiration 
and another sacred incident seem the prodact of a painter of the close of the 
fourteenth century. The ceiling represents the Nati?ity reproduced at Greccio bj 
8t Fnad% the boiial and aioMeiom of 8t fnnoia, tha w w mect fa n of Ghnrt* and 
aaotiMr mlgaet, nda and in part lapainted wocIbi of the fivmiMntli or fiflMiitii 
centuries. 

" Vasari mentions paintings al ove the door of Santa Maria Nuo7a at Pistoit 
(three half-figures). The Viigin and Cliild between St. Peter and St. Frands in 
San Franoeioo of Fistoia both abient (ad. Sanaoni, i., p. 403). The ohapd of St 
Martin in tiia Lowir Ohnrch of AMiai it by Simone HMtini, aa bmj ba aom lun- 
afler (Vasabi, i., p. 403). In Santa Maria degli Angeli, near Assisi, no paintings 
exist which can be assigned to a pupil of Giotto {ibid., same page). The Virgin 
and Child between SS. Clara, Mary Magdalen, Catherine, Francis, Lawrence, 
Anthony the Abbot, Stephen, and another ftmale, engraved by D'Agincourt ss 
bj Poodo, and now at iha Knaeo Gdatlano at tha YsOoan, is a oommon prodnet 
by a follower of Taddeo Gaddi. The Saviour at the oolnmn mentioned by Yaiabi 
(i. , p, 403) at " Portica," is not to be found ; nor indeed do any pictures or frescoes 
exist in or about Assisi that are worthy of attention. Above the jiortal of San 
Crispino at Assisi a fresoo of the Virgin between SS. Boeh, Blasios, Francis, and 
other saints, pwtty damaged, ia a nida piodnotion of the elose of tha foartemtfa 
century. Another remnant of the same time, reminiscent of the lowest class of 
Sicncsc pictures, the Madonna between angels and mutilated remains of saints, is in 
the ex-church of San Bernardino at Assisi. Similar feeble paintings may likewise 
be seen in San Damiano outside that town. 

* Yasabi, ed. Sansoni, i, p. 404. 

* A repainted fresco, Virgin and Cliild, in the sacristy of the Sorvi, a Virgin and 
Child and crucifix in the old chapter house, and a Madonna delle Grazie under 
glass in the cathedral of ForU are assigned to Guglielmo degli Oi;gaui, otherwiio 
Gugiielmo da ForU. 
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artists named by Yasari. A certain nobleness distinguishes the slender 
figures and heads, the finely-drawn hands and broad draperies.^ No 
name has yet been attached to this work, but history records that of 
Baldassare, a painter of 1354, who is said to have laboured long at 
Forliif and this date would apply to tiie paintings now beloie us.' 

In the absence of all traces of Ottaviano,^ an altarpiece in the 
Academy of Faenza is still assigned without sufficient warrant to 
Pace,* who is thus unwittingly classed amongst the followers of 
a low Giottesque style, the principal illustration of which is due 
to a hitherto unknown artist called Peter of Eimini. 

Living in the early part of the fourteenth century, this local 
painter left his name on a crucifix at Urbania, near Urbino,^ the 
peculiarities of which we find reproduced in frescoes still preserved 
in the chapter-house of Pomposa, and in Santa Maria Portofuori 
of Eavenna. Of these the leader, if patient enough, may take 
the following sununaij. 

' A head in fhs liiiie nuumer is in fhs nppw stoiy of the stint gymaadniD. 

3 BoNOLi, Storia di Forh (4to, Forll, 1661), p. 164, inOlOT. 0X8111*8 Owtdaptar 
la Ciiia di Forh {\2mo, Forll, 1888), p. 71. 

' Vasari mentions works at San Giorgio of Ferrara by Ottaviano without giving 
the subject (ed. Sansoni, i., p. 404), a Virgin between St. Peter and St Paul in 8an 
Inamsoo of Imiii. Both hvn peridiedL 

* To Fice Yasari assigns fresooes in San Giovanni Decollato st Bologna — a Tree 
of Jesse and an altarpiece with scenes from the life of the Saviour and of the Virgin 
at San Francesco of Forll — gone ; scenes from the life of St. Anthony in the chapel 
of that name in the Lower Church at Assisi, now whitewashed. Another chapel of 
8t Antonio, of BmIos, Is dsostntid st AaM with frasooas offhe legend ofSt Lnimot 
nidely ezecntod and swigntd by modnn critios to Fmo, perhaps becsnse of some 
resemblance between them and the so-called Pace in the Academy of Faenza. 
These frescoes, and those of the chapel of St. Catherine, assigned to BufTalmacco, 
have also a family likeness. The picture of Faenza is a Virgin and Child between 
8& John Bsplisfe^ FBter, Mary Magdalen, and Fnd, niOi the Angsl sad Titgin 
nononoists in ths nppsr spsoss. Ajoeording to Lkvzi (iks., til, pi. Z\% this is the 
picture by Face formerly in San Sigismondo fuori di Porta Montanara. Yet it is a 
work of the beginning of the fifteenth century, raw and violently contrasted in 
tone, onreheved by light and shade, and marked by figures short and defective in 
tiie eztremitioa 

* In ths ftntenity of 8sa Gionnni DsedDsto^ inseribed: petedb bi asihxso 
non WW . . . PASSATA5T, Saphael (8to, Leipcig, 1889), i, p. 425, mentieos this 
ermifix as signed: juliantts pictor di arimino fecit, anno mcccvii. 

* But perhaps the writer erred, and was, as Signor Cavalcaselle suggests, thinking 
another picture, a picture in the cathedral at Urbani*, of which we shall 

pw se n tly speak. See jMSfss, 164. 
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TIm Savioiir ahowB* thin and bony fraiDB, with 
hip in the old ttyle, bat the foim is dnwn trith nicety and case. The 
huida and feet are thin, hot fully aoeuimte. The Yiigin, on one aide 
daaping her handa in grie^ ia of a Giotteaqne type, and not without 
diamatie power. 8t John, alao full of force, ia a little mote yulgar in 
features. The Savioor Ueaaing at the top of the cross is noble in &oe 
and soft in expression. A fair definition of light and ahade, and warm 
yellowish colour, add to the value of the wotL Pefema no doubt lived 
in the eerily part of the fourteenth centniy. 

Between raivonna and Ferrara, near Commachio, lies the 
abbey of I'ompoea, of which the second consecration took place 
in 1027.^ The apsis and tribune, and the whole of the spaces 
above the arcbee of the nave were probably filled with mosaics in 
early times. These, however, apparently shared the fate of many 
others in Italy, and were leplaced fay paintbgs. 

We may atiU remark in the apais a figure of the Bedeemer, and on 
the arch of the tribune an angel holding a acroU, with the four doctois 
of the Church, and the four Bvangeliata round him. In the eouraea of 
the nave atoriea from the Old Testament^ commencing with the GreatioD, 
and almoet obliterated; aeenea of tiie New Teatamentt beginning with 
the An n u nciation; and, in the apandrela of die aidieB, illuattationa of 
the Bevehlion of 8t John. In the tribune inddenta from the life of 
St Eustace seem not to have been coinea like the rest from older works; 
but on the wall above the chief portal the Saviour ia first represented 
in gloxy, attended hy angels, then aa the Judge distributing blessings 
and curses. These feeble paintings may have been executed by Chegns 
(Cecco or Francesco) of Florence, whose name was found in tlie reoords 
of the Abbey by Federioi, and who laboured at Pomposa in 1316.^ 

Contiguous to the abbey is the chapter-house of Pomposa, the 
property of Guiccioli, in which uumeroua frescoes are still 
preserved. 

On one of Hhe walls of the old refectory three large and hitlj 
composed subjects renudn. In the central one, of which tiie figures 
axe all marked by dignity, fair proportion, and natural attitudes, the 
Saviour sits in benedictum between the Virgin, St Benedict, St John 

' As is proved by an inscripLion in the LoHy of tlic building. 

■ Plagido Frskrioi, Kerum rompoaumium Historia (fol. 1781), p. 279. 
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the Baptist, and St Guy,^ while the others, poited from eaeh other by 
feigned eolmniiB eupporting a painted eiitali]atiize» display sinular 
qnalitiefl. The heads in the Last Sapper are deficient in drawing. 
The staring eyes, hioken draperiesi and feeUe red shadows' are 
disagreeable, bat the style is that of Petros of Rimini, which, thoogh 
Ux below tiie perfection of Giotto^ is evidently that of a stadent^ 
periiaps that of an assistant^ of ihe Florentine master.* Of the same 
period and manner, but almost oUiterated, are a Gracifizion, with 
attendant figares of St Benedieti St Gay, and other saints, in 
monochrome in feigned niches on tlie walls of th,e old chapter-hoose. 
Petrus of Bimini did not kboar in Urbania and Pomposa only, but 
in Ravenna also, in the dunr and lateral chapels of the church of 
Santa Maria Portofuori> In a niche in the choir the Communion is 
represented, and the Redeemer has a ^rpe and character which seem 
derived from the painters of the Pomposa refectoiy. In the chapel to 
the right of the choir a fresco of the ascent of a saint to heaven in 
a cloth held by an ang^ is in the same manner, but side by side with 
these are frescoes by an inferior hand. On the left wall of the choir 
the Expulsion of Joachim, the Birth of Mary, and the Pi-esentation in 
the Temple are composed of long lean figures in exap^gerated movement. 
On the right -wall tlie T^Iassacre of the Innocents, the J )eath, Assumption, 
and Coronation of tlie A'irgin ; in the ceiling the four doctors of the 
Church and the four Kvangelists. Various frescoes in the lateral chapels, 
on the arches leading into the tribune, are painted in the feebler style of 
another follower of Petrus, whose manner seems moulded on that of 
Julian of Rimini. 

Of this painter, who reduced the second-rate manner of I'etrus 
to a third-rate manner of his own, a very fair example may be 

* The yonthfld and slightly bearded Saviour is reminiscent of that in the 
medallion of the crucifix of Petrus of Rimini. Similar qualities are to be found 
in the Last Supper on one side, and in a scene, on the other, representing Goido, 
abbot, and S. Gebeardo, fiiabop of Bavenna, sitting beUnd a taUa in preseaet of 
tlx oQuBt penona On the opposite valla are ranudiw of a Gbxiat on the Moiut» 
and on the third a headlw figure of a monk seated, the matilated part shoiring an 
under intonaco, already covered with older pfh^^^Pfl^ 

' The shadows are of a purple-red. 

** FxDSRioi doM not hesitate to assign these paintinf;* to Giotto himself. See 
Btrum Pn^pmmitUm Sidorta, p. 286 ; and BusHAim, GmM SioHci di 

Pompom. 

* All these paintings are stnngely eiUNigh aerigned by fioaiNi (<S(ona diMa 
I'illura, ii., p. 63) to Giotto. 
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•eea io « Virgin and Child, aogels, and saints, dated 1307, In the 
aacristj of the cathedral of Urbania, near Urbino. 

This is a picture not essentially different in appearance from most 
Italian productions of the same period at Tolentino, Fabriano, Gualdo, 
or Camerino.* The male figures are not without character and animation, 
the females not without graco in costume and head-dress. The forms of 
the hands are regular, the drawing of the whole conscientious, and the 
draperies not ill lined. The light and transparent colour, though soft, 
is flat and unrelieved. It is obvious from this example alone that , 
Julian of Rimini had his own peculiar style, which may be traced with 
certainty in the picture of the Academy of Faenza attributed to Pace,- 
a tabernacled and pinnacled altar])iece, of a shape common in the i 
Umbrian school, inclosing no less than twelve subjects or figures, and I 
six medallion half-figures of saints or prophets. The centre represents 
tlia Yiigin enthroned, above which the Crucifixion is depicted, and here 
tlw SftTicMif b d a long, attenuated form, and some heads are remarkilile I 
for absenoe of all beauty. Tb» saints in the side niches sre in chaiacter i 
like those of Uihaniay the best of them a St dsza.* As far away to I 
the south ss Bologna then ate traces of this phase of art in Um 
ex-convent of San Francesco, where the Glotkesqne style of Pompon 
is appsient in a Cracifizion, Besoneetion, and scenes from the legend 
of St Frsncis, which oorer the eztensiTe walls of the tefeetoiy. I 

* InionlMd:— anxo nxr mille ccc. settimo. 

jruAxrs, rifTOR de ai:imino fecit 

HOC OrUS, TEMruUK D.N I CLBMENTIS 

P. P. Qinim. 

The Virgin, a feeble and defective figure, both as regards form and type, siU I 
•nthronecl with the iniiuit Sevioiir between torn angeb wiTiiig eemen and hoUisg 
np the drapery of the throne. In front eight figures knsel to the right and left, 

and in eight panels, in a double course at the sidra, are an equal number of male 
and female saints, in the following order, beginning from the top to the left: 
St Francis receiving the stigmata, St John the Baptist, St John Evangelist, St Maiy 
Msgdalea, St CSan, St Oatberine, eoothw fnnale^ sad St Lacy. 

* On the right are St Francis, St John, St Clare, sad St Osthaiu ; on the 
loft St John the Evangelist, St. Mary Magdalen, St. Agnes, and St. Lucy. 

' In PuNOiLEoNi, Elogio xStorico di Giovanni Santi (8vo, Urbino, 1822), the 
reader hnds record (p. 47) of one "Giuliauo dipintore" at Urbino in 1366 and 1367. 
Bat he oonnot be tiie none as tiio anthor of the enraillz of 1807. 

* The niohfla at each side of the centre are six in all, containing St Christopber, 
St. Clara, St John the Baptist, St. Eli^abeth, St. Francis, and St Loui- of France. 
In the pinnacles, at each side of the Crucifizion, are Christ on the Moont^ the Kiat 
of Jndas, the Deposition from the Cross, and another subject 
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Inferior to tbeae pietores, perhaps beemise of extmiriTB vestoriiig^ Imt in 
the local atyle of ike period, are the frescoes in a diapel to the left of 
the choir in the convent of Sant^ Antonio Ahete of Femia,* repMsenting 
in a series of feeble compositioas^ coloined with flat zoey tones^ scenes 
from the Fission of the SaTiour. The date of 1407 may he seen 
beneath a figure of the Redeemer on one of the irsUs; hut this date 
seems to haye heen placed there after the frescoes had been some time 
completed. 

In the gslleij of old pictiuee at Urbino ve find an altaipieoe 
in several parts, not long since transferred from a church at Maceiata» 

and certified with an inscription of which fragments only are preserved, 
but which clearly sets forth the name of Johannes, coupled with the 
words "de Arimino" and the date of 1345. There seems to be some 
grofOnd for thinking that the picture at Urbino is that which once 
hung in the refectory of San Francesco of Macerata, and hence that 
we have an authentic specimen of art from the hand of a Riminese, 
whose name was Barontius. In the centre is the Virgin and Child, with 
Christ crucified in a pinnacle. At the sides, in three course?, : left, an 
angel and St. Francis, beneath which are the Last Supper and the 
Capture ; right, an angel and a bishop, beneath which are the Epiphany 
and the Presentation in the Temple. The style of this piece is that of 
the painters of Rimini, and is closely allied to that of Giuliano.* 
According to the latest authorities, records in the archives of Rimini 
contain the names of numerous artists of the thirteenth and fourteenth 
centuries who cannot be connected by any means with any extant works 
of art But in tlie title-deeds of property owned at San Lorenzo in 
Correggiano in 1346, Domina Catalina, the freeliolder of the land, is 
described as the widow of the painter Julian, who is probably the artist 
to whom we owe the pictures above described. But records also establish 
the existence of another craftsman of this period, who executed an 
altaipiece in San Francesco of Macerata,' whose name is Jidiannes 

' A chapel not email j open to rMtoft. 

* The imeriptimi as it now temaius is this: akko. dni hillk ccoxii. . . ioankb 

. . . T>K ARIMINO. As prescfTed in local annals the inscription ran : axno p. 

MCCCXL. QUItO TPE DSO CLEHKNTIS p. p. OC opus fecit JOANNES HAKONTIUS DB 

ABiMiNo (hc6 Toniki, U.S.). Bttt Clement VI. was Tope iu 1352, and not before. 

* Amongst the sepolelml intoriptioiia of tho oheioh of San Franoeaeo of Rimini 
handed down to us by Liifoi TbHiMi, in his tuUa 8iaiiMia di Makiittla 

(8vo, Rimini, 1880), is one of joiiis barontii kt detita comandi barontii, 
BT COMAHDl WlUl QPOKOAM MAOISTftl JOHAKKIS BJkMOiXTU PICTOiUS PI COST. 
8. AOMBTU. 
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Buoiitias of BimiiiL Then is evidfliiGe that Baiontiiis lived till the 
middle of the foniteeiith oentaiy, and an inecripliim is pteaenred fsom 
which it appean that the altai|aeoe of Maoeiata waa painted by him in 
1346. The giadnal decline of thia manner may he tEaoed in a cdUwaal 
cnicifix in the ehoith of San Paolo at Montefiote^ near TJrbino; in 
a cnicifiz in the ehapel to the li^t^ innde ^ portal of the cathedial 
of Rimini ; and in a third relic of the aame kind in the deedhooae of 
the hoipital of TJrlnno. Generally in character with these worka are 
aome old paintinga at Verrucchio, not far from Bimini. Interesting 
amongBt them is a crucifix with figure, over life-size, of Christ on the 
eron, and husts of the Virgin and Kvangclist at the ends near Christ's 
hands, and at the foot of the cross the Magdalen. Similar in style, 
in the church of Santa Croce of Villai the Crucifixion with all the 
episodes attending it, a Giottesque oompoeition which seems to have 
been part of an old series of frescoes representing scenes from the 
Pascion. It might he easy to give a long catalogue of similar works, 
dillering only from those which preceded Giotto'f? time iu this, that, 
whereas ])efore him an uniform model was derived from past ages, 
painters now sought to imitate that of which the type had been created 
by the great Florentine ; and there is evidence enough in the stories of 
Sacclietti to prove that crucifixes were manufactured, so to say, by the 
gross. ^ 

Thus, whilst we seek in vain for the works of men like 

Guglielmo di Forli, Ottaviano, and Pace da Faenza, we stumble, 

J An cx-chapel of Santa Chiara at Ravenna (abandoned and close to a riding-school) 
18 covered with frescoes iu which a style related to that of Tetrus and Julianus of 
Eiiuiui may be found. Christ on a rough-hewn cross in convulsive movement is 
bewailed by angels in Tebement action (four fly about in grief, tbree gatilier the 
blood from the wounds, one tears its dress from its breast). The Virgin and 
St. John are at the sides, and St. Mary Magdalen at the foot stretches out her arms 
to heaven. Beneatli this Crucifixion is the Baptism of Christ, •mth an ugly and 
partly repainted nude of the Redeemer. On other walls the Annunciation, 
8t Fianois, St Clava, St Anthony the Abbot, St Lode, and the Adoration, and in 
the ceiling the four doctors of the Chnndi, are all frescoes, of which the principal 
figures display the defects noticed at Pomposa and Santa Maria Portofuori (note the 
long thick necks, protruding chins, massive hair, and lioads without cranium), and 
repeated iu other jmrts of Italy in pictures and frescoes assigned to Simone (No. 169 
of the Academy of Arts at Bologna, Noa. 191 and 881 of the aame gallery), or 
Jacopo at Bologna. 

* As we have already stated, the convent of S. Chiara at Ravenna is now the 
Ricovero di Mendicita. The apse of the ohorch is properly preservedi The entrance 
is in the garden of the Ricovero. 
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even in the nineteenth century, on painters hitherto scarcely 
noticed, and evidently forming a second-rate school, the chief 
of which may have known Giotto, and assisted him in his works 
at Eimini and Kavenna. 

In other places where Giotto laboured it is diflicult to find 
traces of the influence which his example may have produced. 
At Eome, where w^e shall find the Florentine Giottesques em- 
ployed till the close of the fourteenth century, little is to be 
discovered, except some feeble frescoes in San Sisto, of which 
something may be said hereafter. As to pictures, a fair specimen 
may be noted in an altaipieoe in the ez-convent of the Filippini, 
•where the Trinity is represented in the old form, and the figuie 
of a male patron is introduced at foot. Everything in this piece 
indicates contact with Giovanni da Milano, Giottino, and Agnolo 
Gaddi, whose extensive decorations at the Vatican, in 1369, have 
unfortunately perished.^ 

In the fonrteenth, as in the thirteenth centuiy, painting was 
cultivated and pattoniaed in tiie vicinity of Borne, and notably at 
Subiaco, where an entire ehapel, dedicated to Si Bede, in Santa 
Soolastica, is filled with waU paintings. 

On the walls are the Nativity, the Flight into Egypt, the Baptism, 
the Sermon on the Mount, and the Crucifixion, with the figures of the 
Virgin and Evangelist, St. Benedict, and another saint in the foro<,'round. 
In the lunettes are episodes out of the legend of St. Michael the arch- 
angel, and in the vaulting the Eternal in benediction, with the thrones, 
dominations, virtues, and angels. But the painter, who was perliajis a 
iBenedicline clinging; to tlio traditions of old art, ;i.s exeniphfied in violent 
action, ill-studitnl fomi, and ugly faces, seems to have been more familiar 
-with the practice of miniature than with that of fresco.' 

In Sant' Andrea of Tivoli remnants of a decoration in fresco 
point to a remote time, but are too rough to deserve serious 
attention. 

^ See poiUa, in notices of Giovanni da Milano, Agnolo Gaddi, and Matteo 
FtaeiiiL The alterpicM of the FiUppini been Illegible remnanti of an inaeriptkm. 
It It thaded or coTcred with figures and the erost of age. 

* Subiaco. These paintings hare been leoe&tij restomd, and ao deprived of eome 
of their original character. 
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At Verona the reiuriants of old Christian art are only less , 
numerous than those of the pagan time. In Sauti Nazzaro e ■ 
Celso, a Baptism of the Saviour seems produced in the earhest 
Christian period, and till very lately there were old examples in | 
tlie erypt of San Fermo, amongst which were parts of twelfth- 
century figures, which had some local value. A fresco, too, | 
of Christ about to be removed from the cross, showed the feet , 
separately nailed to the cross, according to the fashion of the 
thirteenth centaiy.^ In a garden belonging to the Casa Smania^ ' 
near Santi Nazzaro e Celso, a chapel still exists which was oiigin- i 
ally cat out of the solid rock. There some figures of angels in 
niches an vialhle, which may be considered of some antiquity. | 
There, too^ we see a lion on one of the under strata of intonaco, | 
and, on a more modem stratum, a Baptisni of Christ, saints in 
niehes, and the Saviour an Gkny in the ceiling. The latest of I 
these bescoes can scarcely be of more recent date than the | 
eleventh oentoxy. In Santi Siro e libera, a figure on a atone 
seems as old as the tenth, and an effigy in San Zeno Maggiore I 
is said to date from the eleventh, and to represent Pepin. A | 
Crucifixion in San Zeno, with the Eternal in benediction above it, 
and the Virgin and EvangelistB at its sides, with other saints and I 
a kneeling friar at the base, may be work as late as the middle of 
the fourteenth oentury.* 

In T^viso, which was distinguished in early times by en- 
couragement to art, we find, even now, copious evidence of the ^ 
industry and skill of painters of the thirteenth and fourteenth 
centuries. At San Niccolo, where Tommaso of Modena laboured, 
he was preceded by numerous guildsmeu whose names are not 
attached to works, wiiilst works are extant of which we do not 
know the authors.^ 

We may notice in San Niccol6 of Treviso, between the windows at ! 
the bock of the high altar, a Grudfizion, painted on the wall, with the 

* The fresco«8 la the oijpt of 8a& F«nDO diMppeend wImu the ^boe was tamed 
Sato a canteen. 

* San Zeao Maggiore. Inaide and to the left of the mam entMBOe. Besides the 
friartiiereieaaioiherlraeelingflgiiieatliwiiMitof tlieeraei. 

* See, for aome of these, Tis. Uberto, Qtbriele di Villa (1280-131S), Fuiosaolo* 
end Muoo end fliolio^ fiosBxa, Mmn,, t, pp^ 4, 100, 
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usual flight of angels, the Virgin and Evangelists in the foreground to 
the right and left, and, in niches at tlie sides, St. Peter and St. Paul. 
On the border beneath the cornice of the church, and between the 
brackets which support the cornice, a head of Christ, and busta of 
prophets and angels.^ Theae an wall paintings, appaientlj execated 
fsk t)i6 early paii of the tiurteenth eentmy. 

At Modena we find, m the fint half of the thirteenth oentmy, 
AimaninuB, a painter of whom a fxeeeo remains in the church of 
the Madonna of OaBtignana» near Sohnona in the Ahruzzi, repre- 
senting Christ in Glory between the Virgin and the Evangelist 
The painter^s name^ and the ciphers of 1237, seem to vondi for 
the antiquity of this work.* A Virgin and Child, with a bishop, 
a miraeoloas image in an altarpiece, on the Altar of the Belies, in 
the cathedral of Modena, is attributed to this age because of the 
date upon it of 1269. But the painting is ^ the fourteenth 
century, and looks like work by Seraphino de' Seraphini, of whom 
a word later. Other paintings — as, for instance, a bishop half 
length in fresco in San Spirito, and a Virgiu giving the breast to 
the infant Christ in San Domeuico — are poor productions of the 
fourteenth century. 

The far north of Italy is not without examples of early pictorial 
activity. At Cividale the cathedral contains wall paintings of the 
eleventh and twelfth centuries. 

On the wall, to the left as you enter, figures of the Magdalen, St. 
Sofia, and the three cardinal virtues; above the arching of the nave 
on tliat side, the Creation of Adam and Eve, beneath which Eve pre- 
sents the apple to Adam, God the father lepioves Adam and Eve, and 
the expulsion f lom Paradiae. 

These are all frescoes of one period, the oldest if not the rudest 
in the province uf Friuli. Of a later date, yet still old, are half 
lengths of Christ in benediction, between two angels; mutilated 
and discoloured figures, above and inside the portal, to which other 
fragments may be added, viz. : — 

On side walls four martyr«untB» also St, Benedict between St. Piaciduty 
^ SooMof tbMeaMsUbiitoblitnatad. 

* IiMeribed: a.11. dtobntbsiiio zzxvil kaouhb AEiuHMunrB ncir boo 
orvs (not Mm bj the txMum), 
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St. Mark, »St. Scolaalica, and another female, traces of two episodes from 
the life of St. I^nedict, the Coronation of the Virgin, the Baptist, St. 
Andrew, and two women. In the choir, near a window, fragments of 
an Annunciation. In the Tinlting, Christ in Benediction, the Epiiihany, 
the Beptist^ 8t Benedict^ St Anthony, the Magdalen, and another saint 
Ahoat the window of a neighbouring chapel aie f lagments of painting, 
beneath which are a OudfixioQ, with the Yixgin and St John the 
EYangelist 

The earliest of these are as old as the eleventh, the rest are of 
the twelfth and thirteenth, and some possibly of the fourteenth 
century. 
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BUFFALMACCO AND FRANCESCO DA VOLT£RRA 

IT is usual to find amongst men who work in common, and who 
form a oompany in any given society, one or two who are the 
merry-andrews of the community, and one who is the hutt of all 
the rest Snch, amongst the painters of the fourteenth century 
at Fbrence, were Buonamico Ohristofani, called Buffiilmacco,^ 
Bruno Giovanni,^ and Nbszo, called Galandiina' Calandrino, the 
butt, was an older man than his tormentors, a bad husband, 
avaricious, credulous, and a fool. It is impossible not to laugh 
at the practical jokes successfully played off upon him. He is 
led Lo bL4icve ia and then to search for a stone which has the 
property of making its possessor invisible. Buffalmacco and 
Bruno encourage him to load his dress with gravel and pebbles 
picked up on a road outside Florence, and induce him to think 
that he has found the treasure of which he was in search by pre- 
tending to lose sight of him. Then, cursing his luck, they pelt him 
mercilessly home. It is amusing to read the narrative of Buffal- 
macco's success in forcing Andrea Tafi to rise late instead of 
early ; his rivalry with the monkey of Guide, Bishop of Arezzo,* 
who repainted in the evening the frescoes which had been com- 

* Tbe ftrigtonee of BnAlmaooo has boon d«iiiiad. See Futndamgmt iL, note to 
pw 14. Bat his nuiie sppeen in the Ibnn giveii in the text in the x^jister of the 

Florentine company of painters in 1851 (Gualandi, u.5., vi., p. 178). 

* This painter is inscribed on the register of Florentine painters as "Bruno 
Giovanni pop. S. Simone dipintore, MCCCL." (Gualandi, u.5., p. 177), and is 
found mentioned by Bsldinaoci in a oontraot of 1301 {Op.t ir., p. 296). 

* His asms sppesis in Fl<n«ntine Teeoids: "1801. Nozsns Tocstns Oslsadiinns 
pictor quondam Perini pop. S. Laurentii testis." See Baldinucci, tt.!., p, 200. 

* « Guido TarUti, the smbitaons Bishop of Arezso, died in 1827. 

IL— M 181 
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pleted daring the day; the trick which he played oa the wrf ^ 
mnib biahop, a fierce and haughty Ghibelline, by paintiDg for 
him, instead of an eagle humbling the iloientine lion, a lion 

devouring the Imperial eagle ; and the revenge he took on the | 

impatient people of Perugia by painting their patron aauit ivitb ^ 

a disdeiii of fishes. Equally pleasant is the trick perpetrated on | 

« petmt, who, having ordered a St ChriBtopher of twelve braccia , 
to be painted in a ofaapel that bad only nine btaoda in hei^t^ 

was obliged to oontent bimadf with a figure on tiie floor, of w^ieh I 

the legi paawd oat of the entrance. No wonder that aneh a man ■ 

ahonld die in a hospitalt or that the lame of hia adTentmeB I 

ahonld have anrvived hia pietum It may be doubted, indeed, { 

whether even Vaaaii, who givea a vaat catalogue of hia works, . 

did not group together under hia name a maaa of inferior pro- ' 

duotuma by wiooa handa. Yet Ohiberid affirma that Bonamico, | 

or Bnflklmaeeo, waa an excellent master, and that when he Bet ■ 
hia mind to a task he surpassed every one of hia eontemporanei 

Yasari, who copies Ghiberti, repeats after him that — | 

" Buffalmacco painted many pictures for the town and Campo Santo | 
at Pisa, and executed important works for the Badia of San Paolo a 
Kipa d'Amo at Pisa and at Bologna.^ On his own responsibility he ' 
adds that, at Florence, Buffalmacco worked in the Badia di Settimo, 
in the Ccrtosa, in the Badia di S. Benedetto, at Ogniseanti, and San 
Giovanni fra I'Arcore ; that at Bologna he painted the chapel of the 
Bolognini in San Petronio ; at Assisi, in 1302, the chapel of 
St. Catherine and the chapel of Cardinal Egidio Alvaro ; ^ at Arezzo, 
the chapel of the Battesimo in the episcopal palace and part of the 
church of San Giustino; at Pisa, the four frescoes of the Genesis in 
the Campo Santo; at Cortona, a chapel and an altarpiece in the 
episcopal palace; and at Perugia, the Cappella Buontempi in the church 
of San Domenieo*" i 

Not one of the pictuxea at Florence, Arecao, or Cknrtona remain. 
As for the foesooea— 

* Ghiberti's second commentary in Yasabi, ed. Le Monnier, i., p. xxi. 

' In 1304, according to Vasari, he arranged, on the Arno, a theatrical represent*- 
tion of the infenud regions which had lata! consequences. The bridge was burnt 
■ad many people periditd. BaflUmMOO, however, escaped (Yasabi, cd. SaiwoDi, 
i, p. 610-11). 
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The Bolognini chapel in San Petronio of Bologna was painted after 
1408.^ The chapel of Santa Caterina, in the Lower Church of Assisi, 
is the chapel of Cardinal Alvaro, or more properly Albornoz, and was 
erected after Albornoz obtained the purple hat in 1350. That chapel 
is covered, as Vasari truly says, with frescoes representing incidents 
from the life of St. Catherine. One of the paintings, in the vaulting 
of the entrance arch, is the Cardinal's consecration by a Pope, attended 
8t. Francis. The counterparty on the vaulting at the other side, 
icpmc ntB St Louis between two liasliops. The compositions are third- 
late md of the dose of the foutteenth eentary, injured by time, but 
ill-«ifBiiged, rude, and patchy in ooloar. Some figmes, tsken sepantely, 
am fair in morement ; but they are of defoctiye proportions and ooaise 
outlinea We may bear in v^od that the ehapel of the Maddalena in 
San F^aneesco of Assisi is by one of Giotto^s disciples, and cannot for 
that reason be assigned to Buffidmaooo.' The chapels of Santa Caterina 
and of the Maddalena are bj two different painterB^ one of whom was 
Giottesqne, and flonriahed in the first half of the fourteenth century; 
the other not Giottesque, who lived at the dose of the same oentmy. 

The frescoes of the Cappella Boimtempi at Fsragia are of another 
Older altogether. The snl^ects are taken from the life of St. Catherine 
of Siena, a holy personage, whose life cannot have become a snijeet 
for pictorial delineation before the close of the fourteenth century.' 
Very few of the figures now remain ; but traces of a female in a white 
and black dress, of an elegant and well-proportioned form, sormounted 
by a fine oval head of aquiline featuresi may still be seen. A natural 
and eaay attitudci a broad style of drapeiy, remind us of the fine figures 

^ See GuALANDi, Memorie (8vo, Bologna, 1842), series iii., p. 93. It appears 
from the will of Bartolommeo della Seta, executed in 1408, that he ordered the 
paintiDgs in the Bolognini chapel, with sa^eets given by him, and oani«d oat 
as th«y may now be seen, to be piodiioed at his ozpeme. 8m note to Vasabi, od. 
Sanaoni, i., p. 507, and the Oraiicola of Lamo, u.»., aotes to p. 89. A pleton in 
the Bologna Gallery (No. 229), assigned to Bufialmaoco because it is a copy of a 
part of the frescoes in San Petronio, cannot be by him. The latter can be assigned, 
indeed, with some certainty to Antonio da Femra, who may be worthy of special 
UMitioa in a notieo of the esily FenaMie aehooL 

* See notes to YasAH, ed. Sanson!, i., p. 517. Father Francesco d'Akokli, 
in his Collis Paradisi amcenitas (Montefalco, 1704), says that the chapel of San 
Lodovico at Assisi, once painted by Bufialmacoo, was repainted in 1490 by Andrea 
Albizzi, commonly known as " the Ingegno.** This may be trae, though the sibyls 
irhieh ho Mrigns to lagegoo an by Dono DonL 

* Yet RosiNi (U., p. 62) does not hesitate to give these figures to Balblmsooo, 
presenting them eagiavod as a epeoimen of the painter's art. 
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painted by Orcagna in Santa Maria Novella at Florence. Near this 
figure, which no doubt is that of St. Catherine of Siena, is a fine life- 
sixe head of St. Dominic, of regular shape, finely drawn, well modelled, 
and jiainted in warm light flesh tones. Vestiges may be found also of 
a hea<l of St. Bartholomew, of the Saviour in glory, of armed soldiers. 
\ a^ari, however, not content with assigning the frescoes to Buffalmacco, 
Attributes them in another place to Stefano Fiorentino.^ 

At Florence a picture in the Academy of Arts,^ assigned to Buffid- 
macco, represents St. Humility of Faenza, and soenea from her life. 
But the style ia that of the Sieneaa achooL 

We have already noted some early painters at Pisa.^ Pictorial 
records of the Campo Santo are dated a.s far back as 1299, 1300, 
and 1301, at which time a certain number of masters were 
employed there. We observe the name of Datus,* assumed by 
many to be identical with Deodati Orlaudi of Lucca ;^ Vincinus 
Vanni of Pistoia,* and Johannes Apparecchiati, nicknamed 
Nucchulus or Nuccarus,^ who painted a Virgin and Child between 
the Baptist and Evangelist, and a Madonna above one of the 
gateways of the Campo Santo, are artists whom we have seen 
in partnership with Cimabue. Later records comprise other 
names of even leaa repute.^ Pifia> during the fourteenth century, 

^ Hardly visible without a kuiem, on account of the darkness of the chapel 
(VAaASi, al Sanaoni, L, p. 458). 

• Vik. S. *ThiBpislnNisbjPiatio Loxeiuettl Under tiieflgme of the aaintii 

the inscription: a. m. ccr. xvi., and the words, hec tent, miracdla. bkata. 

HUMILITATIS. PRIME. ABBATISSE. ET. FUMDATaiCIS HUIUS VKNKKABILI8 M0NAS1»RIL 
XT IN I8T0 ALTARI E8T CORPUS EIUS. ' AfUca^ VoL 1., pp. 143-166. 

• * Hun ia no proof that Dato and Daodati Orlandi mm identioaL Dato ma 
alao a moaiiati and woikad <m tiw moiaio in tfaa lUbone of llie Dnomob See 
Tanfano CBHTOFAim, IMUgU dt AHUa tratte dai DomnmH Pi$emit Fiaa, 1897, 

ppt. 134, 135. 

• See FoBSTEB in KunstblaU, 1833, No. 68. 

• ' See TAOTAHi-OnraoTAKTi, op. ci^, pp. 49^. 

• ' See TAKWAXt-GaanciWAm, cp, dL, pp, ISO, 181. Johannea ITooohnliia ma 

the son of Apjmrechiato. 

8 See Arch, di State, Pisa, Libr. Enir. e Uscita delV Opera del Duomo di Pisa of 
1299, 1300, in Fokster, KuntihlaUt 1833, No. 68 ; Ciampi, NUizU, Doc. xziil, u.*., 
p. 148 ; and Libro F, M Jhumc di Piaa, 1801, 1802, in Giampi, «.f., p. 146. 

« The fUlowing liat of paintan— whidi ia that which Fh>fiBi8or CKnaeppa Fontana 
eompiled for S^or Cavalcaselle, with our own additions-ndiova that artiata waca 
numerona enoim^ in Piaa in tiie fourteenth centuiy. Only ona of thea^ howavar, 
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did not give employ to any painter above the most ordinaiy level. 

Those who practised in the fourteenth century formed them- 
selves more or less upon the models of Siena, but at so humble 
a distance that the directors of the great Pisan works employed 
strangers from Siena, rather than entrust their commissions to 
natives. Thus, in the early part of the fourteenth century, the > 
Lorenzetti illustrated hermit life on the walls of the Campo ' 
Santo ; though Vasari affirms that Orcagna took a great part 
in the production of that series. Towards the close of the 
century, the want of competent artists at Pisa was still sensibly 
felt, and many from distant parts of Italy were sent for in 
succession. In 1370 the frescoes of the trials of Job were 
produced, as it is now believed, by Prancesco of Volterra, who 
had settled at Pisa in 1346, had already furnished an altarpiece 
ior the cathedral,^ and in 1358| had been elected to the great 

FraiioeMO TVdm, a follower of Simoiio Martini, who was aim inflnenoed bj tiie 

Lorenzetti, can be regarded as a master even of the second rank : — 

Bonturo, 1301 ; Francesco, 1301 ; Michele or Ghele da Santa Margherita, 1301 ; 
Tauo, 1301 ; Upezzino, 1301 ; Vanni di Bono, 1301 ; Vittorio di Francesco, 1301 ; 
Tura or Torello, 1301-1303 ; Pucchi&rello di Maestro Ciolo, 1301-1349 ; Piastra(?), 
1804 ; Bonaooono detto Ooaoio, d«l Ocm, 1815-1M6 ; Hatteo, 1815 ; Fcnodo di 
Faolo^ 1316; Peruccio di Bindo, 1315; Vanne (T Vanni), 1315; Sardo, 1315; 
Piero, 1315; Bindo di Gincco, 1317-1347 ; Luzzo di Cagnazzo, 1318; Fran- 
cesco Traini, 1322-1341 ; Nino di Picro, 1330-1339 ; Michele di Geppo ; Tomco di 
Betto di Yauni, 1337-1845; Lupo di Puocio, 1344; Betto di Vanni, 1344-1345; 
GiiiOQO di Bindo di Ginooo^ 1847 ; Simone di Lapo, 1848 ; Hatteo di Niooolnodo^ 
1849; Benedetto di Michete, 1849-1871 ; Nino di Michele, 1856 ; Rombolo, 1357; 
Giovanni di Bonaccorso, or Giovanni del Gese, 1357-1387 ; Ncruccio di Federico, 
1867-1389; Francesco da Volterra, 1346(?)-1371 ; Giovanni di Giovanni, 1365; 
Giuntino di Bonagiunta, 1365 ; Jacopo di Simonetto, 1365 ; Piero di Pucciuo, 1366 ; 
Jaoopo di BeniBOMa, 1867-1888 ; Oioyanm dol Mosea, 1888 ; Vino^ 1888 ; Fkolo di 
Giunta* 1888 ; Piero di Nardo, 1368 ; Giambello di Barona, 1868-1377 ; Borghese di 
Pasquino, 1368-1390 ; Berto da Volterra, 1369-1385 ; Jacoiw di Francesco da Roma, 

1870- 1371 ; Jacopo di Ghelc, 1370 ; Cecco di Piero, 1370-1402 ; Jacoi>o di Michele, 

1871- 1889; Benedetto di Michele, 1871; Giovanni di Cristiauo, 1381-1388; 
BcoinoMa di Jaoopo^ 1884; Betto, 1884; Torino di Yaani da Bigoli, 189S-1488; 
BoighflM di Pievo, 1897-1461 ; Antonio di PnoeiaMllo, 1897 ; Fioio di Borg^me, 
1898. 

These painters, as Sipnor Cavalcaselle has said, followed for the most part, but 
at a great distance, the great Sienese masters of the Trecento. It would be diificult 
tQ find a mom nndistingaiBhtd anooMdon of aiibla in the histofy of Italtan 
painting. 

1 "Memoriale" of the Opera of the Doomow The valoo of the altarpieoe ia given 
at sixty •seven floiins eight deu. 
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council of the people.^ Had the records of the Campo Santo 
been searched with care previous to the destruction of their old 
biudings in 1802, more certainty might exist as to the authorship 
of these frescoes, which were long assigned to Giotto. Some of 
the bindings contained entries of payments for work in the Campo 
Santo, and one, amongst others, to the effect that, " the story of 
Job in the Campo Santo was commenced on the fourth of August, 
1371."* A search in the books resulted in the discovery of records 
stating that Francesco da Volterra had received important pay- 
ment in 1372, for material used in painting and restoring 
paintings at I'isa ;^ and other records proved that the same artist 
had been employed at the Campo Santo, in company of one 
Neraocio and one Berto.* Cecco or Erancesco di Fietro, a Pisan 
painter who has left behind him some interestiDg works, also 
remains in notices of 1372, and of Nemodo alone it is known 
that^ in 1370, he furnished designs for the glass windows of the 
"opeia."^ But the paintings ol Job are said to have been 
commenced in 1371, and the payments to Francesco da Yoltena 
vpfeax to have been made as early as 1370 ; it is either an error 
to assign them to Franeesco^* or the transcript from the book 

* BoNAiNi, Memorie, «.#., p. 94. 

' This record has been given fully by E. Fobstsb in BtUragtt iu*, p> 114> and 
for wme time belonged to Signor CUppei at Piu. 

* Fdum, BtUrh§t, p. 116. 

* * For fbrfher infonnation relating to Franceeeo d» Toltom OMMIllt TlMMAKI- 

OlNTOFANTi, op. eit., pp. 97, 107, 189-98, 387. 

* See the records once belonging to Signor Ciappei, alao CiAMPl, I/otizUf u,$,, 
p. 06, and Fubstkb, Beiirdge, u,t^ p. 114. 

* Nernono, Ffero di Pttooiiio, and Bonaeeoaio del Geee vent In tompmf witii 

other Pisan painters to Milan in 1865 to work at the Court of Galeanso Yiaconti. 
The Pisan school of the fourteenth century, as we know it in the works of Traini 
and Cecco di Pietro, was little more than an otTshoot of the Sienese. Its masters 
were followers of Simone Martini and Pietro Lorenzetti. Through their Ptisan 
foUowets file eehool of Siena iaflneiMed the early Hilaneee aohool. This important 
influx of Weet-Tmoaii influence into Lombardy in the Trecento has been overlooked 
by art-historians. See in the Archi\no, Pisa, Arch, del com. Prow, degli Anzianif 
1366 (cap. pis.), c. 20. Tanfani-Centofanti gives some information in regard to this 
Tiait of Pi&iiu artists to Milan. See TAnr/kHH-QEHJOFAnnf op. eU., pp. 101, 107. 

* * It is Tery doahtftil whether thoae Ikeaooes in the ONnpo Santo are hy 
Francesco da Volterra. The worda of the entries in the LfM di EtUrata « 
Uscita of the Duomo tend to prove tliat tlio work with which Francesco da Volterra 
and hie oomrades were entnuted was that of reatcXring some existing ireeco. There 
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ooveis em in the me of the word *'oommeDcecL'' The style is 
doubtkas Qiotteaque, hat so many painters went hy the name of 
Francesco at Hoience, that it is not possiUe to determine whieh 
of them is Itencesoo da Voltena.^ 

Vasaii mentions amongBt the artists airoUed in the old eompany 
of Elofentine painters, IVancesoo di Maestro Qiotto^ of whom he 
is nnable to give any infdrmAtion.* We leam from the hooks of 
the guild that tiiis Iteioesco was roistered as early as 1341.* 
The first notices of Francesco da Yolterra at Pisa only date back, 
as we saw, to 1346. Possibly Francesco di Maestro Giotto and he 
are one person. 

The frescoes of Job, in a double course at the western end of the 
Bouth wall at the Cam]X) Santo, are divided into six great compartments. 
Beginning from tlie top near the western gate, with the subject of the 
feast,* the series continues with Satan pleading before the Redeemer, 
the battle of the Sabeans, the destruction of Joh's house, an obliterated 
subject, Job on the dunghill, the rebuke of Job's friends, and Job's 
return to prosperity. In the first composition there are traces of Job 
feeding the poor, and feasting with his friends at a table, whilst a 
musician plays the viol, and herds, tended by shepherds, are scattered 
around. In the second, the Saviour, in an elliptical gloiy supported 

is Ml antiMntie palntiiig hy FnawMOO Yoltnm in tiM dbntoh of Pognuio, near 
Bflgoli, which shows what an inferiw paintw he mm. For oar part «• believe thai 

the qnestion of the authorship of these frescoes of Job is by no means settled. See 
Archivio, Pisa, Archivio dell Opera, Libro di Entrata e Usdta, 17 turch. e. 56, 66^ 
68* and 111, and Libro di Entrata e Uidta, 19 torch., c. 185. 

* Aipioo^ireoaadlmttoeoiiiiilttlMlblloiriiiglu^ 
tiia Flovmtiiia palntMaP goild in 6lKAiJun>lt iu^» vL pp. 180^ 181. 

T«M. Na 



1810 naaeaaoo PardL 

— — ConsiglL 

— — BertinL 

— — CaneUinL 
— Yamuiii. 

1841 — di Maertro Oiotta 

1842 — GanaaiiiaUa. 



1344 Franoeaco CiallL 

1848 — Bondanza, 

— — del Maestro Niccola. 

1888 — Bartoli. 

1888 — Fari. 

1371 — Boni. 

1887 ^ PiMoL 



* YiiABi, ad. flanaooi, L, p. 405. 

' Baldinvoci aaramaa {%,»,, i, pb 187) tliat tUa Fkaaoeaeo ia Oiotto'a aon, but 

without any proof. 

* Thif freaco waa restored in 1623 by btdano Maruscelii (Mobuoka, u.«., ii, 

p. ao6). 
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above the horinm of a leodecape Tiaed iritii aeee and momitBiiiey sitB 
and liafeeiiB to the pleadiog of Satan, npieeeiited as a homed monvter 
with bat's wings and tiie Iqfs of an oz. Sepaiated imm this incMeni 
by a hig^ and bsie rock is a masssere, over which a flying demon 
hoYen; and, in the distance, the dispenion of the flocks and the bfoming 
of Job's house. In the third eompartment Job kneels in front of two 
other kneeling figures and laises his anns to heaven. He is attended by 
a group of friends, and seems to have descended from a throne beneath 
an atebed buildings to humble himself before God.^ 

With tike aasiatance of tiie engiaviiigis of Lasinio we may 
obaenre that the compoeer did not deviate mneh from the great 
maxims which Giotto earned out so perfectiy. We shall find 
animation and action in many groups — an advanced study of the 
detail of form and a certain amount of pictorial feeling. The 
colours, if we can judge of them in their present state, are 
handled with ease. The anist, whoever he may be, doubtless 
executed many works besides these of the Campo Santo. A 
common style connects them with the four frescoes representing 
scenes from the life of St. Francis by tlic side of the crucifix and 
Tree of Jesse in the great refectory of Santa Croce at Florence ; 
nor is it improbable, from the resemblance between the latter 
works and the Crucifixion in the sacristy of the church of 
Ognissanti, that these are early works from the hand of the 
painter of the Job of the Oampo Santa* 

In 1377* Andrea da Firenze commenced the series of frescoes 
illnstrating scenes from the life of S. Baineri, assigned by Yasaii 

* This fresco was completed, says Cav. Totti, hy Nello di Vanni of Pisa (a pupil of 
Orcagna) ; but, adds Morrona, he only repaired damage w]iich had boon caused by 
raiu. Fide Muukona, u.a., ii., p. 205. Yet Rosini (<^toria delia riUura, ii., p. 7) 
and die uinot. of Le Uonnin^t edition of Yasabi (iL, p. 186) afBrm tlwt NoUo 
wu **tfae mthor" of tiili froMo^ whioh diffara in no nopoet ftom tiie rat of tiio 
aeries. 

* The frescoes of the Ognissanti sacristy are more Giottesque and less modern in 
style than the Job of the Campo Santo, and may have been produced about 1350 ; 
but MO an(«a, p. 185. 

It was on October 13th, 1877, that Andrea received tiie final payment for the 
frescoes illnstrating the life of S. Ranieri. See BoxAiNi, Memorie inedite del 
disegno. Andrea, though a Florentine, was vozy much under the influence of the 
school of Siena. 
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to Simone of Siena; and Antonio Veneziano continued it iu 
1386,^ after Barnaba of Modena had been called (1380) to Pisa. 
In 1391 Spinello Aretino* laboured at the series illustrating the 
life of St. Ephesus and St. Potitus. At the same time the 
frescoes of the Genesis, assigned by Vasari to Puffalmacco, were 
designed by a painter and mosaist of Orvieto named Pietro di 
Puccio, who had been employed under Ugolino di Prete llario^ 
in the clioir of the cathedral of Orvieto in 1370* and in 1387 
executed the mosaics of tlie front. Invited, in 1390, by a special 
letter from Parasone Grassi, who then directed the works of the 
Campo Santo, to visit Pisa, he came, and after an interval of 
sickness^ painted the frescoes of the Genesis at the western end 
of the northern side and the Coronation of the Virgin above the 
entrance of the Aulla chapeL^ Pietro, in the former, seems not 
without merit; but he was evidently a second or third-rate artist 
of the Sienese rather than of the Florentine school/ so much so, 

* * Antonio Veneziano painted in the Campo Santo at Pisa in the years 1884-86. 
The fii-st entry which refers to him is of December 7th, 1884. All the entries are 
given in full in TANFAM-Ufi^TOFAiiTi, HoiizU di ArtiUi traiU dai Documcnli 
piaimi, Pisa, 1897. 

* ^ Spinello Aretino was painting in the Campo Santo as «ar1y as February lit, 
1390. See Arch, di Stato, Pisa, Memorie ddV oprraio (Parasone Grassi), ad annxim, 
c 52 V. and 47 v. All the documents relating to Spinello Aretino's work at Pisa 
are given in Takfani-Ckntofanti, op. eil. 

* The author of faeblo irsaoose whioh Vasari eiToneoiisly aasigna to Pietro 
Oarallini. 

* Della Vai-le, Slor. del Duovio d'Orvieto, pp. 117 and 285. Puccio's pay was 
eighteen soldi per diem. See the curious error of Della Yallx, u.a., p. 288, who 
nnhea the painter and moeaist of the same name two Wsnnt artists. 

' His apothecary's bills, paid by the superint^idtat of the Oampo SantOi have 
been preserved. See Ciam?i, Doc. xxxi., p. 150. 

' CiAMPi, U.S., p. 151. In the first, Puccio represents the Eternal holding the 
tphere of the nniToae with the earth in the oeotee, snrronnded by the remaining 
planetary spheres, as explained by the cosmographers of the Middle Ages. In the 
lower comers, to the right, St. Thomas Aquinas ; to the left, St. Auguatln ; next, 
the Creation of Man and of Woman, the Temptation, the Expulsion from Paradise, 
the Death of Abel and of Cain, the Ark of Koah, the Deluge, and the Sacrifice 

of Abraliam. 

' There was recently in the Casa Oddi, at Perugia, an altarpiece in three parts 
representing the Virgin and Child enthroned between St. Jerome and St. Paul, with 
the Btemal between the angel and Virgin annunciate in the pinnacles. It bore the 
inseription : pbtri ds ttrbis opub. On the predeUa the Bcce Homo is depicted 
between two incidents from the lives of Fanl and JeroBM. It 11 4 imaU third-rate 
work, possibly by Pietro di Paooio. 
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ihftt Ooronatioii wis mwignfld by Yaaari to Taddeo Bartoli* 
On the eitteni wall of the Gampo Santo Bufblmaooo is said 
to hairo painted scenes from the Passion,' the Crucifixion, the 
BesnrrectioD, the appearance of the Saviour to the apostles, and 
the Ascension. 

Tho Crucifixion, a most common production of the close of the four- 
teenth century, is remarkable for figures of a long and exaggerated shape, 
ugly in character and features, and the Saviour on the cross is repulsive, 
Tho Resurrection, Apparition, and Ascension, though much damaged, 
display, in short and stout figures, another hand and third-rate talent, 
but seem likewise to have been executed at the dose oi the fourteenth 
centttiy. 

The life of I^uffalmacco thus necessarily leads us to the com- 
parison of pictures varying in style and in period, and precludes 
all chronological sequence. But we shall be satisfied if we have 
succeeded in proving that the frescoes assigned to Buffalmacco all 
differ from each other, and that the life of this artist^ as written 
by Vasari, is utterly untrustworthy. 

In so far as Bruno di Giovanni is concerned, we may observe— 

The fresooes whieh ha is said to hsTe szeonted in oompanj widi 
Bnffidmaooo in the abbey of Bipa d'Axno are oUiteiated; bat tbs 
altaipieoe of St TTmilai prodnoed for tiie aama chnieh, is described by 
Yasari* in teims almost completely applicable to a picture formerly 
in the Casa di Commenda,^ and now in the Academy of Pisa. In this 
picture St. Ursula and her virgin companions axe repmeented in a rough 
distemper panel split in four placcfl^ in great part repainted^ and ol 
a Tery feeble character.^ 

* Vasabi, ed. SftDsoni, iL, p. 37. The greater part of the intonaoo of this fresco 
it gone. 

' Othtn ■■rign tiun mmimi to Antonio Yite of Plifcoift. 

* Supino seekB to show that these frescoes are by Piaan artists, and mach 
exaggerates their merits. They may be by local masters, but the evidence Signer 
Supino produces is far from adequate. See Supufo, H Campo Santo di iiao* 
FloNDoe, ISM, pp. 48, 40. 

* YAtABl, ed. SoMoni, L, SIS. 

* Near the canonry of the dliirch of San Pado * Bipt d'AflKK 

* The pioturo ha> been ODgimToil in Bmimi, «.«. 
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STEFANO FIORENTiNO 

STEFANO FIORENTINO shares with Taddeo Gaddi the praises 
of Vasari,^ yet to aliirm anything positive respecting him at 
the present time would be all the more presumptuous because 
none of his works have been preserved.* Baldinucci would lead 
us to believe that Stefano was not merely a pupil, but a grandson 
of Giotto, because, according to the records of the monastery of 
Cestello at Florence, Catherine, Giotto's daughter and the wife 
of an artist named Kicco di Lapo, had in 1333 a son called 
Stefano, who was a painter. That a person of this name and 
profession did exist at Florence m the first half of the century is 
proved by Sacchetti,^ who mentions him as a contemporary of 
Orcagna and Taddeo Gaddi. Stefano, too, is registered in 1369 
88 papil of one Giotto, which would give some force to the 
aBBamption of Baldinucci^ As to pictures, the difficulty of 
making any deductions from Vasari's or Ghiberti's statements 
18 veiy great Yasari says: "Steftoo painted in fresco the 
Madonna of the Gampo Santo of Pisa, wldch is better designed 

* He is called by Albertini {Opusexiluin d£ Mirahilihus Nove ct Veteris Roma^ 
4tO» Borne, 1510, p. 56), the precursor of Vasari, yiho used his books, Stefano 
"ijmift.'* YsNri, MilurgiDg npon thu, says Stofimo nw the ape of natiire 
(Yasari, ii., p. 16 and lioi). Yasari wrote ti e lives of Stefano and Ugolino 
together, and says tbcy mn intimate fitienda. The tnith of the latter atatoMiit 

may be doubted. 

* ' Stefano Fiorentino's name stands second in the list of the best Florentine 
naateta eompiled by the Operai of 8. Qiovan&i Fnoroifitaa at PSatoia in or about the 
year 1347. The namee are given in order of merit, and there are grounds for 
believing that the Opeiai made oaxefol mTeatigationa before pteparii^ their liet 
See anUa, p. 126. 

■ Sacchktti, Not. cxxivi., ii., p. 221, 

4 BAUMHUOOIt It., pp. 171, SIC 
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and coloured than the work of Giotto."^ If he meant to allude 
to the Assumption on the inner lunette of the chief gate of the 
Campo Santo, he assigns it in another place to Simone Martini^ 

Ghiberti, in his commentary,^ distinguishes amongst the works of 
Stefano a St. Thomas Aquinas, at the side of a door in Santa Maria 
Novella, leading to the cemetery, " which seems to stand out from 
the wall in relief." Vasari adds " that the figure was painted at 
the side of a door in the primo chiostro," where Stefano also 
drew a crucified Saviour. In the first cloister of Santa Maria 
Novella, a crucified Saviour with the root of Jesse, and remnants 
of a head of St. Thomas, may now be seen at the side of a door 
leading to the cemetery. In the same cloister a Christ crucitied, 
between St. Dominic and St. Thomas Aquinas, decorates the 
lunette of the door leading into the Chioetro Grande. The latter 
has been bo completely renewed as to defy all critidsiiL The 
former is iigared, but may still be studied. It has the appearance 
of l>eing a work .of the dose of the fooiteenth century. In 
design and execution it bears some resemblance to another fresco 
in Santa Maria Novella, a half length of St. Thomas Aquinas 
with a pen in his rights and an open book in his left hand in 
a lunette above a door iriiich led of old to the chapel of San 
Tommaso but this is work such as a painter of Giotto might have 
pamted in the latter half of the fourteenth century, fair as 
regards movement, natural and rqpilar as r^ards attitude and 
form, yet without the quality of relief which Ghiberti so de- 
liberately dwells on. None of these wall paintings, indeed, is 
such as to contrast in a favourable sense with those of Giotta 
Yasari attributes to Stefano the frescoes of the chapel of San 
Jacopo, in the cathedral of Fistoia, which Giampi proves to have 
been completed by Alessio d'Andiea and Bonaccorso di Maestro 
Cino in 1347.* Giampi, however, adds that Ste&no did, indeed, 
paint in the Duomo of Pistoia, but in the chapel of the Bellucci, 
not in the chapel of Sau Jacopo. YcL even this fact is immaterial, 

> VAJiAai, ed. SAUsoni, L, p. 447. ' IbioLf pp. 552, 558. 

* Ohibbbti, in Yasabi, ed. Le Monniv, i., p. zXi 

A ohapel now Biiiipniied. 
» Sec Ci ampi, pp. fli, 146-7. Theie took the plaoM of earlier ones Vy Coppo di 

MarcoYaldo. 
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as both chapels are whitewashed.^ There are old paintings in the 
Palazzo del Comune at Pistoia which reveal the presence of 
Florentine artists, amongst others, a second-rate Madonna be- 
tween St. James and St. Zeiio, in the Salone, dated 1360; but 
though this fresco makes some ap[)roach to those already noted 
in Santa Maria IS'ovella at Florence, they are still iusu£&cient to 
entitle the author to the name of a great artist. 

The frescoes of the Buontempi chapel in San Domenico of 
Perugia have been noticed as uncertified works of Buffalmacco. 
Were they by Stefano he would be a painter of the fifteenth 
century, and therefore not a pupil of Giotto.^ At Eome, at 
Milan, at Assisi, Stefano is said to have painted, but the alleged 
fruits of his labour have all disappeared.^ 

We shall have occasion to observe that Taddeo Gaddi, on his 
death-bed, asked Giovanni da Milano to direct his son Agnolo 
in the practice of art, and recommended him to the friendship 
of Jacopo del Casentino for advice ''in all things relating to 
oondnct" 

Jaoopo del Gaaentino was a painter with whom Taddeo Gaddi 
became acquainted when employed on certain frescoes in the 
church of Sasso della Yemia. He followed Taddeo to Florence, 
where, thanks to the master's influence, he found employment* 

At first a journeyman, then an independent artist^ he soon 
obtained a nuniber of orders in Uie Tuscan capital Three taber- 
naolee— in the Mensato Yecchio, the Fiasia San Kiecold, and 
the garden of the Tintori — were entrusted to him to decorate 

1 ClAMPi, p. 95; ahoTOLOHKi, pp. 16, 17, audTiom, p. 128. 

* Boum haa Ikllen into this error (im Staria, ti.ii., &, p. 127); lie givee, 
p. 126^ an engraTing of a ^otore at the Brera, which ia signed Stefunas, but dated 
1485. Rosini also gives an enf^raving of a picturp now in the Lindenau Museum 
at Altenborg, representing the Virgin with the Infant sitting near her, having 
brought in a bird. Thia piece ia exactly suited to the description of a loat freaoo 
by Stobno in » tabemada of oM near the FOate alia Ckm^a at Floranoa. 

' Vasari (ed. Sanaoni, L, pp. 450, 451), describing the aabjecta of frescoes in 
San Spirito at Florence, repeats what Ghiberti (ed. Le Monnier, i., p. xix.) says 
of frescoes at Sant' Agostino of Florence. San Spirito and Sant' Agoatino are one 
and the same church, in which, however, the frescoes in qaestion no longer ecdat 
At Aatiai a painting bj Senn^ ooma the niche of the choir in the Lower Chnich 
originally painted by Stefano. At San Pietro and Axaoali, Borne, there ia nothing. 

« YAaAU, ii., pp. 178, 179. 



Digitized by Google 



174 



8XKFAN0 FIOBSNXUIO 



with altarpiece or frescoes. At Orsanmichele he painted sixteen 
figures of patriarchs and prophets in the ceilings, and scenes 
from the legends of the Virgin and saints on wails and pilasters. 
Unfortiinatoly the walls of Orsanmichele are now as bare of 
frescoes as the tabernacles. What remains in the pilasters and 
skirting beneath them is a set of life-size saints in niches, 
with a scene from the legend of each saint, or a gospel subject in 
(be framing below. In 801116 of these compartments a Trinity 
and an Annunciation are discernible, whilst in the Yaulting of the 
edifice Uiere are also femnants of four figttrea of saints. Amidst 
the ruins it is still possible to trace the incorrect drawing, sharp 
red flesh tint and rude drapery, with opaque shading peculiar to 
a feeble follower of the methods of Giotta^ If Jacopo ie entitled 
to little attention as a painter, he deserves credit for a spirit of 
oiganisation, and for the bntitten-Uke assidQitj with which he 
founded the guild of St Lake at Florence^ of which he was csie 
^ of the fint oonndUon. 

According to Vaoari this corporation was eataUished in 1350, 
in Older that artists might acquire a hotter atatns tiian thej had 
held till then in the larger guild of surgeon apothecaries. Baldi* 
nocci, who first published the charter of its incorporation, gave 

more than ten years than that of Yaaari, and 
Gaye, in Ids Oanieggio, followed Baldinncd'a example. An atten- 
tive examination of the register of artists appended to the 
charters will show that 1339 must be the correct time, as many 
painters were entered in the lists in 1341.^ Four captains, four 
councillors, and two clerks were appointed to the company, the 
majority of which, excepting Jacopo and Bernardo Daddi, have 
left not a single work behind. The captains or councillors did 
not think it necessary to draw up extensive regulations for the 
administration of their craft, such as had been embodied in the 
earlier statute of Siena, but they made provision for the election 
of officers, for monthly meetings in the church of Santa Maria 
Kuova, and for the entrance and other fees to which the corpora- 
tion might consider itself entitled. 

^ Poor Mints la tlM VMiltiiigi lixn been neently reaemd fimn wbitswish. 
' Compare Yasari, ed. SuMBi, i, p. S74| BAJUODrTTOOi, tv., pw 8S8; and QATIi 
ik»U9gi»t iii pp S2, S9. 
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The statute and organisation of the company of painters was 
registered before a notary in 1354, up to which time it is evident 
that Jacopo del Casentino remained in Florence. According to 
Vasari, it was he who painted the obligatory picture of St. Luke 
taking the likftneaa of the Viigiii» with all the members of the guild 
and their wives in the predella, a painting which was in the painteis' 
chapel at Santa Maria Nuova, in the sixteenth century. ^ How 
much longer after this he resided there is uncertain. But if 
Azezzo owed to him, as Vasari states, the regulation of the water- 
works of the Fonte Guinigellii* the date of his return to that city 
was 1354 Here he seems to have execated a vast nninher of 
frescoes, the m^ority of which have perished-— part in the 
bishop's pekoe, part in the church of San Bartolommeo^ and part 
in the Duomo Yeoehio, which had been thrown down in Yasari's 
time.* In a recess, in the right-hand comer of the side facing 
the portal of San Bartolommeo, we observe a dead Saviour lying 
as in a coffin, naked, with his arms crossed over Ids breast^ 
bewailed by the Virgin and St John Evangelist^ Much injured 
by time and other causes, this work is colooxed in glaring tones of 
a coarse substance, and exhibits rude Giottesque types and drapery. 
It is the work of a man anxious to master the details of form and 
not unacquainted with proportion, but a feeble draughtsman, 
destitute of feeling or elevation, and powerless in rendering 
expression.^ It is, technically speaking, the exact counterpart 
of a fresco in the Pieve representing St. Francis and St. Dominic, 
which the partiality of Vasari assigned to Giotto.^ Taking these 

' Yasari, ed. Sansoui, i., pp. 674, 675. But it ia well to note that the books of 
Um hospital of St. Lnln deaeribe tiiii piotnn as » itoiIe of Niooo16 Gorini, vmrnUd 

in 1383. 

3 Ibid., ed. cit., i., p. 672. It is tfBiiiwd in a note tlwt in tlio jbk 1854 the 

old Roman aqueduct was restored. 

* Ibid., ed. cU., i., p. 671. In the Yesoovado he painted, according to Vasari, 
* story of St Martin. 

* Half-figures. St. John rests his head on his right hand. In the yaulting, the 
Lamb betwesD St. Bartholomsw and St Dmftto^ the lattar misnallad by Ysiari 
8t Paul. 

* Besides this fresco in San Bartolonuneo he painted the panel for the high altar 
(Vaui, fld. cU., i.. p. 671). 

* Yasabi, ed. Sanaoni, i, pp^ tt9, 877. Sse m<M in Giotto. St IVaaeis holds 
m book, St DominiB a lily. 
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works as a guitle, we may assign to Jacopo further a PietA in a 
lunette above the gate of the old Fraternit^i di Santa Maria della 
Misericordia, now a library and museum at Arezzo, hitherto 
attributed to SpineUo^ a composition with half length in which 
the Kedeemer is represented naked and eiect between the Viigm 
and Evangelist^ 

Better than these Is a& altarpiece painted for the chnvoh of 
San Giovanni Evangelista in Prato Yeoehio, and now in the 
National Qallery, where Jacopo illustrates scenes from the life of 
St. John Evangelist with a certain vehemence of hand and 
exaggeration of expression or movement* More interesting still 
is a predella at the Uffizi^ in which a religious ceremonj, at the 
centre, is flanked hy two scenes from the life of St Peter and 
eight figures of saints, the value of which lies ohieflj in a lively 
colour and flowing drapery. A more modeqi altaipieoe of the 
same class in the passage of the Uffizi represents the Coronation 
of the Virgin/ a subject which is repeated in the same style in a 
panel in the magazines of the Louvre. In the old Bromley 
collection, sold in 1863, there stood a series of five half lengths of 
the Saviour between St. Peter, St. I-aul, St. iiai iholomew, and 
St. Francis assigned to Giotto, but executed in the stjle of 
Jacopo's fresco in San Bartolommeo at Arezzo.* 

The period of Jacopo's death has not been ascertained, but he 
died at eighty years of age and was buried in Sant' Agnolo, an 
abbey of the Camaldoles at Pratovecchio.* 

* The head of the Saviour is damaged, and that of a St. John obliterated, but 
the style, forms, and colour are the same as those of Jacopo at San Bartolommeo. 
According to Vasa&i, he also painted at Poppi in the Casentino {ed. dt., u, p. 671). 

* Zr*1loiui] Gftlkiy, Ho. UO and 580a. This pieM ta of a diy tempera nidi Tarda 
ahadowa. It oama from fha Vgo BaUtt ooUaotioii. Tha anlgaota aia t upper oonraa, 
centre, the Resurrection, the limhus, the donor and family under the protection of 
the two SS. Johns. Above this upper course : the Trinity, the Virgin, and angel 
annunciate. Predella : scenes from the life of the Evangelist. Pilasters : saints. 

* * ITob t292. This predella is a work of the early Quattrocento. 
** XJBn, Ko. 81. In the first oonidor. A triptych. 

* • In the Arrzzo Gallery (Sala I., 20) is a genuine work of Jacopo, a Vadonna. 

* Vasari {eil. cit., i., p. 675), who further mentions the following works which 
have perished : frescoes at Arezzo in the Cappella di S. Cristofano in San Domenico, 
in the Coinjiagnia Vecchia of S. Giovanni di Peduoci, in the Cappella Ksrdi of Sant' 
Agoatino {ibid,, p. 110) in the palaoe of fha oitadel, and beneath the arg^ in tlie 
Piava (iftid. pw 111). The annotaton of the lateat edition of Yasabi, ad. Sanaoni, 
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His contemporary and colleague in the council of the company 
of St Luke was Bernardo di Daddo di Simone, who was born late 
in the thirteenth century and matriculated with the guild of 
surgeon apothecaries in 1320.^ Records and inscriptionfl of 1333, 
1335, 1338, 1346, and 1347, determine Daddi's presence at 
Florence in those years, the latest date being that of his election 
to the consulship of the suigeon apothecaries' guild as well as 
that of the execution of an altarpieoe^ now unfortunately lost, 
commissiQned in 1346-7 for the Company of Ozsanmichela^ 
According to Yasaii,' Daddi was a pupil of Spinello Aretino, which- 
is manifestly incorrect, as it is but reversing the order of nature 
to make Spinello the master of an artist who must have been in 
his manhood when Spinello was bom. Daddi matriculated 
seventeen years before the death of Giotto ; Mb art is that of a 
Giottesqne of the time of Taddeo Gaddi, and there may be some 
truth in the statement of an anonymous annalist^ that he studied 
under Giotto> The earliest period to which we can reliably trace 
his connection with any work of art is 1335, at which time he 
completed a Madonna for a chapel in the Palazzo della Signoria 

i., p. 675, add to this list a fresco of St. Hartm, ezecated about 1847, for the 
Compagnia di Gesil of Santa Maria Novella. 

^ In « report entitled "Del Bititttto di Duito Aligbieri," di»wn up by Mmn. 
I4ii|^ Ptowritti and Geetaao Ifilanefli in 1S66, the date DkUTb matrionletioii 
with the surgeon apothecaries is given (p. 302) as 1312. In a second edition of this 
report, embodied in Signor Milanesi's book, Sulla Storia dell' Arte Toscana (8vo, 
Siena, 1873), p. 117, the figures are given as 1820, and we assume the revised date 
to be the oorreot one. 

* Yillani's Chronicle tells how a M adonne on a pilaefeer of Owanmiohele beoama 
celebrated in 1292 for its miracles. In 1304 the Loggia and, we may suppose, its 
contents were destroyed by fire. It was restored on the old model in 1308 : taken 
down and rebuilt after 1336. There hangs at the present moment in Orsanmichele 
A Madonna, wfaldh bj aome ia attributed to Ugolino (see postea), by othexa to 
Bernardo Daddi With tlia latter opinion we have now to deaL Slisnor Oaktaho 
MiLANESi has written a most interesting paper, " Delia tavola di Noatra Donna nel 
tabemacolo di Or San Michele," in the work Sulhi Storia ddV Arte Toscana, in which 
he quotes records to show that Bernardo Daddi painted a picture of our Lady for the 
Compagnia di Onanmiehele, in the years 1846-7. He thinks that the pietore thoa 
ooinniiMionedistiiatwldefanowhangaiBOiiBnmioliele. It ia only naeumTy in this 
note to observe that the style of tiia Madonna n?«ab a painlw ot mnefa later date 
than Daddi {see postea). 

* Yasa&i, L, p. 464. * This is another curious manifestation of the spirit of local 
patriotism. Yaasri vishea to prora that Daddi owed hia meriti to an Aretine^ 

* MS. ia MiLAHlflt, 8uUa StoriOt ikt., ^ 889. 

II.— K 
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at Florence.* It has also been discovered that he painted an 
altupieoe, in 1338, for a Dominican friar» who placed it in the 
Mfeen of Ssnta Maria KoreUa. It represented three saintB 
of the Dominioan Order, and was inscribed with the name cf 
Beniardna.' Bat there axe freBcoea alao attribated to Caddi of 
which veetigBB remain on the Porta a Pinti, Porta a San Niocol^ 
and Porta a San Oioigio at Florence, and the latter, which aiekn 
iigored than the reet and hear the date of 1330, only tell, what 
the date of itMlf would prove, that the painter was of an eazly 
Giotteaqne school* We are less in doubt as regards the ftesooes 
already noted as existing in the San Stefono chapel of the chmdi 
of Santa Crooe at Florence ; for here, though time, abrasioD, and 
retonching have to some extent changed the character of the 
decoration, we still see that the Martyrdoms of St Stephen and 
St. Lawrence are composed and executed in the Giotteaqne form, 
with ligurcs uf fair proportion and motion, but drawn and painted 
in the cold, stiff niunner which naturally reveals an artist of 
inferior power.* In the absence of any other specimens of wall 
paintings we turn of necessity to portable pictures ; and here it 
seems appropriate to consider such works as bear if not the naiue 

^ Thia oUpol was dfldioatad to St Benutd ; and Slgnor G. Miluiesi fhinla tiut 
the alteipitoe which Daddi painted for it ia the Yiaiam of St Bemaid hetmn 

S. Galgano and St. Quintin on tlie right, and St. Benedict and St. John Evangelist 
on the left, now in the Florence Academy, No. 138 in the Sale dei Maestri Toscani, 
Sala i'hma. Yet we sliall aee {posUUf note to p. 214) that the altarpiece is more m tbe 
naimor of a foUover of Otoagna tiuui In tiiat of an older OiottBa^iie. The fio» 
miarion to Daddi for fha altafpieoe of fha ehapel in fha Pakaio della S^noriaiiaiit 
preserved, but it is mentioned in an inventory «f 1488. Conaolt MiLAHISI, Ml 
Storin delV Arte Toscana, u.8., p. 118. 

^ Inscribed : pro animabus fabxxtum f&atbis ouidonis salvi it pbo aniua 
DOHnn DiAim in oaaiNis. akko mcooxzxvui. bxrnabi>u8 ici nsxn. 8n 
Taiah, ed. Sanaoni, i., p. 678. 

* Yasabi, ed. Sansoni, i., pp. 464-5. The fresco on the San GHoigio Gate repre- 
sents the Virgin and C}iild between S. Leonardo and S. George, and Sigrior G. 
lIlLANXSi {Sulla Storia deW ArU Toscana, p. 117} affirms that the date is Mcccxn. 

* Banta Croco, Florence, chapels of San Lorenzo and San Stefano de' Ftdfli • 
Becmrdi (YAaani, ed. cU,, L, p. 878). Hie f^eaooea of the vanlting aie gone ; oat 
wall to the left, St. Stephen before tiie high priest, and on that to the right, the 
Martyrdom of St. Lawrence, wlio lies on the gridiron, whilst the executioners fe<d 
the fire. Ou the third wall, at the sides of the chapel window, a saint per side, 
and medallions with the grieving Virgin and the dead Saviour. All this is madi 
ahiadcd and in part obliterated. The Qgnrea an all of lift aiifc 
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of Daddi, at least that of Bernard, with wMcsh he was ohxtBtened. 
Several pictiires in Italy and elsewhere bear this name ; one was 
formerly exhibited in the Florentine Academy, another in the 
ohnrch of OgniBsanti at Florence; a third, originally in San 
Qiorgio of Buballa, was snbseqnently in the Bromley collection in 
London. The first is a fragment of a triptych execnted about 1332, 
representing the Virgin enthroned amidst adoring angels, and 
between St Peter and St Paul, inscribed with the master's name 
and a mutilated date.^ It is the weak of a Giottes^ue of the first 
half of the fourteenth century, an artist more remarkable for 
gentleness of feeling than for power, who may possibly be Daddi. 
The second is an altar dossal of 1328, with half lengths of the 
Virgin and Child between St. Matthew and St. Nicholas, and a 
similar inscription, in the church of Ogniasanti. It has, perhaps, 
more of the stern severity of the earlier Giottesques than the 
other example.^ The third, of 1347, is a Crucifixion with eight 
saints authenticated with name and date: a picture containing 
the usual dramatic composition of this period with the Redeemer 
of Giottesque type, coloured in clear, light tones, revealing a 
comrade of Taddeo Gaddi.^ Two companion pieces, apparently 
by the same hand, a Madonna enthroned with six angels and 
Christ crucified, are still preserved in the church of Ruballa, and 
a Crucifixion of the same class long adorned the collection of the 
late Sir Charles EasUake.* In the same style we may notice two 

^ MomHi nniriJiDvs di nosfiiA vanm op . . . 

ANXO DNi Mcccxxxrr. . . . 
^ This piotore is not included in the present catalogue of the Academy, but it ii 
in Um QaUoy. It ii in the Sak Saoonda di BMto Angelico, No. 271. 

* Inaeribed:— Ato mfi Mooo . . . zzvm 

FR. N1CH0LAV8 DE MAZINGHM, 
D£ CANPI HE FIERI FECIT P. REMEDIO ANIME UATRI8 XT VBAfflC 

And lower down bernardvs ds florektia me pixxit. 
TMb plotara QMd to b« in a dark oomar abova a door loadiog into tho ohoir of 

Ogniasanti church. It was kept later in a room in the oknitoi of tiMOOnwntt and 
is now in the Uffizi (Na 26. In the Fiist Corridor). 

• Inscribed ; — 

AlO DKI MOOaZLYU BIRNABDTS PINXIT MX qVEH PLORZNTIA PXMXIT. 

The saints an 88. Lawmioe, Androir, Paul, Mu, Bartholomowi Qwgt, Jamot, 

and Stephen. 

* Altarpiece in a framing of pilasters in which there are figures of saints. This 
ptoea was oiiea in tiia OtUajr eoUactkm, and haa baan assigned (sea Wa aoxK, Treasures, 
ii. , p. 264) to Spinello Aretino. 

• ThiapiotiuaiaiiowintlMKatiaoalGaUaiy, No. 146a. SaajMitea, p. 804. 
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small triptjchs in the Academj of Siena, one of which represent; 
the Virgin and Child with saintB and angels, with the Nativity, 
Craolfizum, and two legendary episodes on the wings, dated 1336; 
the other a Virgin and Child between St. John the Baptist and 
St Nicholas, with Christ between the Virgin and the Angel 
Annmiciate in the eospe.^ With these examples before qb ve 
become acquainted wiUi a painter who was a eontemporaiy of 
ISaddeo Gaddi, and Jaoopo del Casentioo, and helped to keeg i&m 
the traditions of the Giottosqne school ; bat this meri^ if it be a 
merits will not entitle Baddi to a position in art annals equal to 
that of Giotto's greater pnpila He can no more be the painter 
of the chapel of the Podest&»* for which some authorities pleaci, 
than of frescoes which have been assigned to him in the Stiom 
chapel at Santa Maria Novella^ or the Campo Santo of Fi8a» tbe 
firsts as we shall observe, being Florentine, but of the latter hall 
of the fourteenth century ; the second altogether of a Sieneae 
type.* 

It may also be borne in mind that Bernardo Daddi, if he be, 

as we are told he is, the painter of the frescoes at Santa Croce, , 
and of the altarpieces inscribed with the naiiics of Jjernardus, ii , 
cleverer as an artist in panel than as a mural decorator. ' 

Bernardo Daddi died in the summer of 1348, and on the 
18th of August of that year the Court of Wards (Pupille) 
Florence chose trustees for his two infant children, Daddo aud 
Francesco/ 

*^ TIm firat U in Btaam It (No. 4), rigned ahho dohimi k. occ. zxx. tl ; tin 
other is No. 18 in the same room. 

" Signer Gaetaxo Milanest, in "Del Ritratto di Dante Alighieri" {SuUa&ari^ 
deW Arte Toaeana, pp. 116-20), assigns these frescoes to Daddi. 

' Aasignod by Yasari to Bemanlo Orcagna, by Signor Gajbtano MiLiLMESi {Sv^ 
AoHa, ikA, 840), to Beniudo Daddi I 

* These facts alone will show that Bernardo Daddi could not have been councillor 
of a gnild of St. Luke founded as late as 1349. Still less could he have been « 
registered member in 1350 or 1355 (see Gualandi, vi., p. 177 ; Vasari, ed. Sansoni, 
1., p. 464). We owe the date of Daddi's death to the oommnnioation of records found | 
bj Signor G. HUuMii. 
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GIOVANNI DA MILANO 

AS late in the fourteenth century as the year 1369 Agnolo, the 
-O. son of Taddeo Gaddi, was practisiug as an assistant to 
Giovanni Gaddi and Giottino, who at that time were employed 
in deocnatai^ the diapels of the Yatican under orders from 
Pope Urban V.* According to one of the anecdotes which Vasari 
has preserved, Taddeo Gaddi on his death-bed appointed Giovanni 
da Milano to act as his son's guide in all matters pertaining to 
art, Taddeo having perhaps observed Agnolo's liking for quick 
and superficial painting ; ^ but as Agnolo must have been of age 
when his father died he had probably even then formed a style 
which no efforts of Giovanni da Milano were likely to modify. 

Giovanni da Milano moulded his style to a certain extent on 
that of Taddeo Gaddi, with whom he lived for many years in the 
position of a journeyman. But Giovanni had been bred in the 
north of Italy ; he had never quite acquired the Tuscan manner, 
and his constant aim had evidently been to correct the conven- 
tionalism of the rigidly Giottesque school by a more careful 
appeal to nature, a more finished contour, and a more conscien- 
tious shaping of form. It is not too much to say that the stress 
which he laid upon these material parts of painting contributed 
to the marked expansion which characterised Florentine art 
under Orcagna. That Gioyanni da Milano was not a Florentine 
is evident from his pu^tures, in which traces of Sienese influence 
are apparent He acquired some of the affected grace and dainti- 
ness and some of the warmth of tone which are peculiar to the 
paintings of Siena as contradistinguished from the expanded figures 
and pale-coloured flesh .of the FhnentineB of the same aga 

> 8m jm«M in •'(Hottina" * Vasabi, tdL SioNiii, i., p. 48i. 

ISl 
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Yarioas eifcimisteiiM omBUne to prove tbafe GioTamii da 
Ifikno WW bom and bred in the norlli of Italy'^firat his name, 
next hie private Uatory. 

About 1350 he was a journeyman painter at Florence, but he 
was registered amongst the strangers of the city as Johannes 
Jacobi da Como.^ Under that name he was entered in the 
register of the surgeon apothecaries of Florence in 1363, though 
he signed his return to the income tax at the same period as 
Giovanni, pittore da Milano.* 

Later on, having entered into a contract with the Franciscans 
of Santa Croce to paint the Kinuccini chapel, or Chapel of the 
Sacria^, and having failed to complete Ms work on the terms 
of the Qriginal Qontiact» he appealed to the Capitani of Orsan- 
michele to obtain an extenaion of time, and in the docnment in 
which his prajer ia granted he is called Johannes pietor dt 
KaimwarOt showing that the place of his birth was a small hamlet 
in the district of Como^^ from whence no doubt he had originally 
wandered to Milan on his way to a final reeidenoe at Horenoe.^ 

As Taddeo Ghiddi's assiBtanti Giovanni's practice was sufficiently 
Ineiative or his thrift sufficiently great to enable hun to save 
money and invest it in the purchase of land at Xizzano. In 1^ 
way his lot wu cast in with the Florentines, who gave him the 
freedom of the city in 1366.' 

Whilst Giovanni was begging for leave to postpone the delivery 
of the frescoes which he had promised to complete in the 
Rinucciiii chapel at Santa Croce, he succeeded in fmishing aud 
despatching an altarpiece for the Florentine church of San 
Girolamo sulla Costa, on which we still find his name and the 
date of 1365, and it is from this earliest example of his manner 

• > We have tlmdy tpokm of the ewly ooniMetioD fhat ejdtted between the 

school of Milan and the school of Siena, tho Siena-inspired school of Pisa being the 
intervening link between tlie Milanese and tlie Sienese schools. We know tliat in 
1365 Fisan masters were summoned to the court of Galcazzo Visconti. The evidence 
of atyle-criticism leads U to boSieTe that they had been preceded by earlier masters 
front Siena or Pisa. 

* Yasari, ed. Sansoni, i., pp. 572, 678. * Md, 

♦ * The name of this hamlet is Caverzajo. • Ibid, 

' Ibid., and certificate of citizenship of April 22, 1866, in the Florentine Archives, 
printed in the OiemaU Storico degli atxhixi Towimi (8vo, Florence, 1858), ii., p. 65. 
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that we judge of bis style, Bince the frescoes which he executed 

in Taddeo Gaddi's company perished at Arezzo. 

The picture of San Giiolamo suUa Costa, which is now in the Academy 
of Arts at Flormce, represents the dead Saviour supported by the Virgiii, 
the Magdalen, and St. John Evangelist.^ A long rigid frame, regular 

in its anatomy, with face and hands contracted by suffering, a head 
with well-proportioned features betray the realistic tendencies of the 
artist. In the aged features of the grieving Virgin extreme naturalism 
is apparent. The Magdalen, wailing as slie holds the Redeemer's left 
arm, is youthful but vulgar in expression. The careful drawing defines 
every part with accuracy, and reveals a habit of excessive conscientious- 
ness. There is a tendency to define varieties of stuffs in drapery and 
embroidery, and much study of detail of folds. The art of Giovanni 
is realistic, a step towards the more correct definition of natural forms, 
but seldom ennobled by selection. As a colourist he is now no longer 
to be judged. 

More vast and important is an altaxpiece, now in the Municipal 
Gallery of Prato. 

It represents the Virgin enthroned- between St. Bernard, St. Catherine, 
St. Bartholomew, and St. Barnabas, with a scene from tlie life and 
martyrdom of each saint in a predella, and prophets in medallions in 
the spandrels. Divided from these, but forming the base of the altar- 
piece, are six compartments, representing the Nativity,^ the Adoration 
of the Shepherds, the Presentation in the Temple, Christ on the Mount, 
the Kiss of Judas, and the Procession to Calvary.^ Long and slender 

^ 1 SloMBoe Aoadomy, Sale dm UaMtri Tosoaai, Sak Prima, No. 181. lucribed: 

10 OOVANI DA MELA>'0 DEPIN'SI QUESTA TAVOLA M.CCCLXV. 

' This picture, of which the upper parts have received serious damage, is 
inacribed at the base of the euthroned Yirgio : £G0 JOHA^'^'£s D£ mediolano 
VINXIT HOC 0PV8. And* baiicftth the Annimowtioii : fiatb fbavcbsoo non 
DBPINGIBX QUSSTA TAVOLA. Not loog smce (1W7} it was exposed to e?ai7 
vicissitude of weather in the hospital of that city. Half of the Virgin's face, 
part of the right hand are gone; the red dress is damaged, and the blue mantle 
repainted. The head of the infant Saviour is new, and the nimbuses are regilt. 
The white drew of St Bemeid ia npatnted, aa mSl aa fhoea of the three other 
aeinta. 

* The altarpiece has been restored. 

' Paru of thia aoene ere obliterated. St Joae|»h, ea aaaal, site penaive on the 

foreground. 

* In the Kiss of Judas and the Calvary the paint has in parts fallen out 
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shape, an affected bend, and somewhat forced tenderness of expression, 
with eyes of the small closed kind which become familiar in the school 
of Siena, mark the principal figures. There is vigour and bold action 
in some, elegance in others* — in all, breadth of drapery. A graceful 
angel in the Annunciation is somewhat affected in action. The head of 
the Virgin, with its prim bend and small eyes, is reminiscent of those 
designed by Simone Martini Very clever are the small scenes of the 
pediment, in which certain groups combine tlie dramatic action of a 
Giottesque with the soft expression of a Sienese. The Saviour, 
carrying his cross and looking round at the Virgin in grief, is a 
reminiscence of a similar scene in the chapel of the Arena at Padua, 
hut the wail of Mary is rendered with some vulgarity. 

The painting as a whole may have been produced later than 
the Vietk at the Florentine Academy, the nude, generally, being 
more natural and precise. The artist betrays an evident wish to 
define and diversify the thin slender hands of a female and the 
coarse working joints of males. In the heads of men great 
realism is apparent. The drawing is everywhere most con- 
scientious. But the principal charm of the picture is the warmth 
and richness of the colour in flesh tints and in vestments. 

Another work, evidently by Giovanni, and formerly in the 
church of Ognissanti, is now in the Uffizi at Florence, having 
been damaged and subjected to a necessary restoring. 

It consists of two fragments representing ten saints in couples, with 
medallions containing scenes from the Creation, partly effaced or 
damaged; whilst below are choirs of martyred saints and virgins, 
apostles, patriarchs, and prophets.* The upper five represent the 
couples St. Catherine and St. Lucy, St. Stephen and St. Lawrence, 
St. John the Baptist and St. Luke, St. Peter and St. Bernard, and 
St. James and St. Gregory. The lower five contains a choir of virgins, 
one of martyrs, one of apostles, one of patriarchs, and one of prophets. 

Fine as these undoubtedly are for colour, character, and in- 
dividuality, as well as for carefulness of modelling and breadth 
of draperies, they are too realistic for the state of Florentine art 

* The executioners in the three martyrdoms are all in bold and natural action, 
whilst in that of St. Catherine the bending form of the saint is verj' graceful. The 
head of St. Bernard before the Virgin is fine. 

' Uffizi, No. 32. In the first corridor. The figures are one third of life size. 
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at that time, so that we notice a want of suhordination of parts 

to the whole, which is a fault unknown to Giotto. 

But these defects are most conspicuous in the Rinuccini chapel 
at Santa Croce, which has been erroneously assigned by Vasari to 
Taddeo Gaddi and his assistants, but was evidently done by 
Giovanni da Milano.^ 

The ceilings as well as the two aides, and the vaulted entrance of 
this chapel are covered with fnecoes. The Saviour, in a central 

medallion of the groined vaulting, gives the blessing, whikt the four 
Evangelists with scrolls stand in the spaces around him. On the walls 
there are three courses of subjects : to the left, the Expulsion of 
Joachim in a lunette, beneath which arc the iMccting of Joacliim 
nnd Anna and the Birth of Mary, the Tresentation and Jklarriage of 
the Virgin; to the right, the ISfagdalen in the house of the Pharisee, 
the Resurrection of Lazarus and Christ in the house of JMartha, the 
Miracle of the Merchant of Marseilles, and the Noli me Tangere ; in 
the soflit of the entrance, half lengLlis of the twelve apostles, St. 
Anthony, St. Francis, St. Andrew, and St. Louis.' 

The Saviour in benediction is tlio genuine typo of Giovanni da 
Milano, with a round head and common working hands. Joachim's 
Exi)ulsion from the Temple is a lively composition divided into sections 
by twisted piUars. In the centre, the high priest pushing out the 
childless votary; to the right and left, a congregation partly prostrate 
in prayer, partly kneeling, or standing with lamb offerings. Equally 
well ananged is the Meeting of Joadiim with Anna, the compositioii 
being made up and completed hj a servant leading a dog and a 

' At tlic time wlieu the above Hues were originally penned style alone enabled 
us to form an opiuiou. Records, as we have seen, now prove the opmion to have 
been eonwt* 

* In this OMe, m in nuuiy othen, the oonciiiiioiis of the ratliora, beied apon 

considerations of style, were subsequently confirmed by documentary evidence. 
The document which proves these frescoea to be by Giovanni da Milano is in the 
Archivio di Stato at Florence {Arch, de' Capitani dclla Compagnia di Santa Maria in 
Or San ifidkefe). In this docamoit Oiovanni is spoken of as a native of Oavors^o, 
aBinailplMenearConMk OAhVi{NUizU*uUavSUt*tuiUiipmd^priiu^^ 
tetti teullori e pittori chc fiorirono in Milano duranU il govamo cW Viaemti e dcjH 
S/orza. Milan, 1859, p. 85) seeks to prove that Giovanni da Milano is identical 
with Giovanni de' Grass!, a Milanese |)aiuter of the Trecento. We a^eo with 
Milanesi in thinking that he does not prove liia case. 

* All theM freaooes— framed, as uaal, in painted omament, with oocnioM 
supported on pillars— have been damaged by time and restoren. Of the lattafi 
Agoattno Yeradni and 0. F. Otarri are knovn to have worked in 1786. 
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■abotdiiMte ^piiode of angepB sppMMiifle. Xheve am acmie ▼117 
good groapt in the l^ativitif : St AniUi on her coadh, hokb her hanidB 
OT«r an ewar whilst a maid ponn water upon tiuon; three nnnes 
are about to bathe the ChiUS, and a dame receives linen trm a female 
on the left. There is leea to be said of the Presentation <» of the 
Maniage^ both of which are much iiyoied. The Magdalen, on the 
opposite wall, is recumbent, anointing one of Chria^a feet He sits at 
the kaUe addiesaing the Pharisee^ whilst the two apostles listen and 
aenrants cany the diifaea. The manner in which the host and apostles 
suspend their meal is yerj naturally displayed, and there is much 
realism in the figure of a man going down steps to the left Christ in 
the house of Martha is seated, with Mary crouching on the tioor at 
his feet. Martha, with excited movement, complains that " she is 
cumlicred with much serving." Hero intentness and scolding are 
cleverly contrasted. Equally realistic is the cook busy in the kitchen. 
Still more so, and out of keeping with the dignity of religious painting 
even in this age, is the Raising of Lazarus, where the dead man is 
hoisted out of the grave by the apostles, and some of the bystandeis 
hold their noses. 

/ In every one of these wall paintings we detect a mixture 
/ of Sienese and Florentine chancter pecaliar to Giovanm da 
Miiano, and we observe his extreme carefulness of drawing, 
eearching imitation of un-ideal models, and excessive minuteness 
in details. His Expulsion of Joachim is full of action, and 
treated with a hieadth that foreshadows Meisolino and Masaccio. 
The figures are grand and well draped, relief is appropriately 
given by light and shade^ and the ouUinee are made out with 
lemarkable precidon. The style is altogether more chastened 
and more tmly mthin the limits of nature than that of Taddeo 
Gaddi; but there is an ezoess of leatism in the marlring of 
minntuB both of form and face. In the grouping of the Nativity 
there is feeling and truth, as well as homeliness and sunplidl^; 
in the Magdalen before the Saviour much quietness; whereas the 
Christ in the house of Martha and the Besurrection of Lazarus 
more or less display coarseness and want of artistio tact 
Throughout the series the colour, in its original condition, is 
warm, transparent and cleverly blended, and shows what pro- 
gress Giovanni da Miiano had made in advance of his time 
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by jttdidoiuly oomlniiiog the precepts of the two great eohools 
of that age.^ 

An altarpiece which still in the Banuccini chapel is 

by an unknown painter. The date of 1379 which it bears is of 
no importance as evidence in the life of Giovanni da Milano. 
There is no proof, indeed, that he did not practise beyond that 
date. Becords ^ tell us that he was one of many artists employed 

* TIm btekgromid of fhe Haeting of JoMbim and Anna is repainted: that 

of the Ifattritir is damaged, and there is some retouching in the yellow draea 
of the unrsc, the basin, and the drajieries of the two females on the left. The 
Presentation and Marriage are nmcli rej>ainted, especially in the distances. 
The dress of the Saviour is new and the background abraded. The vestments 
ara all new in tha SaTioiir in tha iKmae of llarCha. Tba Noli bm Tingere and 
Miracle of the Merchant are totally repainted* 

«3 We give the records in foil aa thij WBio oounivnioated to Oiowa and 
Cavalcaselle by M. Mtintz : — 

1. "A die xix. niensis julii (1369) usque ad diem ultimum dicti mensis scrvierunt 
infrascripti magistri pictores in palatio. Imprimis niagister Johannes de Mediolano 
aenrivit dieboa si. pro pretio a. x. per diem, aunnia lih. v., a. z. 

Onamerius de Yeniliis servivit, pro eodem pretio. 

Nicolaus de Urbe, pro eodem pretio. 

Stephanus de Perusio servivit, pro eodem pretio. 

Nicolaus Theotouicus servivit, pro eodem pretio. 

Antonina da Monterano aervivit, pro pretio a. Tiii. per diam. 

Antonius Ipoliti, pro idem pretio. 

lacobellus Jacchetti, idem. 

Reynaldus de Cesano, idem. 

lohannea de Cesano, idem. 

laliamia maigii lohanniay Mw Hi 

Dominieiia id IQiandie, idem. 

Kagiater iMrentina da Urba, idem.** 

Tha greater part of these masters continued to work at the Vatican until 
October, ^ith \vhich mouth tha legiatar oloaea. In September ia to ba found tha 

nanic of Paulas da Verona, 

Wo give in full the following important excerpt from the register 

% ** Item dadi Jooto pro aalario lobannia Anil da Florentia at lohannia da 

Uontepokiano infin plniibua vioibna lib. liv., a. ii dia dominiea lit mcnaia 

Angusti. 

Porta mirra {sic) cum suo operario servivit v. diebus pro pretio >. xxiiiL per 
diem inter ambos ; summa eorum lib. vi. 

Item dadi lohanni magiatri Thadia da Florantia pro parte lalarii Angeil fratria 
nilik vii.8.i 

Domenioa die iiL mensis Augoati. 

Item lannnctius dp Florentia iiicepit servire die xxiii. mensis lulii pro pretio 
a. xvi. per diem, et servivit a dicto die usq^ue ad ultimum diem mensis Augusti ; 
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in 1.369 at Kome during the short stay of Pope Urban V. at the 
Vatican. Jjut ullhuugh Giovanni evidently holds an houourable 
place amongst the masters of his age, he stood second at Rome to 
Giottino, (iiovanni Gaddi, and even to one arch-presbyter John, 
of whom wo have found no trace hitherto in the history of 
paintinjT. It is unfortunate that the frescoes of the fourteenth 
century at Borne should have perished, and that no relics of 

diabiM qnibw ipM labomfit iiift» diofcnm tanpofe nut diM ixiiiL miniiiift lab, tomu 
•.iiiS. 

Item riedi in-igistri {sU) loluuuu Arcipresbytero infra duobos Ticibus flor. xt., 
ftu.'uuia lib. XXXV. 8. V. 

hiimiooitti de Flonntk inotpit anrire de prim mmdB Mptembris pro pretk 
florenonuu viii. in niense. 

In (I'ltia 1 1 iluiii.vla mciisis spptrmbris snrvierunt infrascripti magistri ct opcrariL 

V'nu niina cum famulo ttto laboiAUt t. diebus pro pretio xxiiii. 8. in dicta, et 
Mc suut iuUr ambos lib. tL 

llagiitw lobuines de Mediokno laboraYit iiiL diebus pro pretio ziL a. in diet* 
•t lie sunt lib. ii., s. viii. 

An;;clus magi.stri Tliadoi dc Florentia labonnt T* diebua pro zii in diete. 

loliannes Auri de Florcutia, xii. s. in diet*. 

lohaaucs de Montepulciauo, xii. a. idem. 

Antonine Tpoliti, ziL a. Mem. 

Stephanas de Perario, xii. idem. 

Nicolaus Thcotonicus, x. a. idem. 

Antonius de Monterano, viii. s. idem. 

Eajucldua de Cesauo, viii. a. idem. 

lohaaoM de Cmuio, idem. 

InUaant maglitrl lohumia, Idem. 

Dominicus de lOnndA* idem. 

lacobellus Jacchetti, idem. 

Frater Petnu TUeotonicua, idem. 

Mogister iMire&tinii idem. 

Salarinm lofaaimee Tliadei et Giooti mapetri Stephtnl de Floraitia pro nno 
mensc incipiendo die xxviiii. menais A^guati at terminaodo die zzrii menaia 
aeptembm flor. xxiiii. inter Anibos. 

Salariuni magistri Bartholomei de seuia pro pretio s. xvL in die ; laboravit a die 
xxii. mensis eeptembria incltuive uaque ad diem aeoondam octobris pro pretio dicto 
Uborovit ix. diebiia* aunma ana lib. vL a. xvi, 

IalCol>cIlu^; Janneccie de Boma laboravit a die xziiiL mensis septembris oitm 
usque ad diem xxviii. dicti menaia aeptemfaria pro pretio a. zvi in dieta. Laboravit 
iiii. diebus, lib. iii., s. iii. 

Summa hi\juB marginus sine salario lobannes et Jocti lib. iz., a. ix. 

Somma amnmamm operarioram aa|N»diGtonun a die deeimo nono jnlii inciirfeiide 
et t rni'riando die secunda octobris eiusdem anai iadusivo, sine salario Ard- 
presbyteri, Johannes Thadei et Jocti cum tribus eonim discipulis, videlioit Angelo 
Tadei, lobanna Auri et Vanne de MoDtepolciauo, lib. iiiL, et s. vii.** 



Digitized by Gopglc 



GIOVANl^I IN BOME 



189 



the labour of any of the late Giott^sques should have been left 
there. 

We may assign to Giovanni da Milano the recently discovered 
frescoes of a nun and a knight with their patron saints at each 
side of the Virgin in the cloister of the Carmine at Florence.^ 
With some grandeur and nobleness in the figure and attitude, the 
Virgin's face recalls the Sienese type of Simone Martini. The 
kneeling nun is fine, and the saints are full of dignity. The colour, 
where it remains, is warm and pleasing, the draperies broad and 
flowing. 

A pretty little picture of the Virgin, full length and one third 
of life size, assignable to Giovanni da Milano, was some time ago 
in possession of the Awocato Bergolli at Modena. It is said that 
this picture once belonged to the Puccini collection at Pistoia. It 
is a very finished and interesting work. The infant Christ in a 
white undergarment is partly covered with a yellow and green 
drapery worked with delicate embroidery. He smiles and strokes 
the chin of his Mother, who looks affectionately at hun. The 
Virion's abundant hair is festened by a ribband with a clasp on 
the for^ead. The faces and shapes, as wdl as the colour and 
treatment^ are those which mark Giovanni da Milano's styla* 

Another painting which presents many of the characteristicB 
of GioTaoni da Milano is a lunette fresco above the portal 
of San NicooI6 of Frato, representing the Virgin and Child 
enthroned between St Dominic and St Nicholas of Tolentino. 
The movement of the Virgin is given with masterly ease; the 
colour generally is bright and vigorous.' 

* Subject : Virgin enthroned with the Infknt, the Utter extending its hand 
to an armed man kneeling in front and presented by St. James, near whom 
St. Anthony. To the right of the Virgin, a kneeling nun introduced by St. John 
Evangelist, new whom is a female saint with a palm and cup. The fresco Is mueh 
damsged by time. On the painted oorniee are tike arms—aecordiDg to Flsaserini, 
one of the best heraldic sobolara in Italy— of the Bovarelli, a norentine Ikmily <rf 
the fonrtccnth century. 

* Wood, gold ground. The blue mantle of the Viigin unfortunately repainted 
in oil. 

* See onlM, p. 1S7, as to pinnacles of the altarpieoe No. 679 in the National 

Gallery. Other fragments or relics in other places sn of insufficient importsnoe, 
and require no further comment. 
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GIOTTINO 

AMONGST the oontemporarieB of Taddeo Gaddi at Florence 
there were wtaoj whose skill enabled them to acquire con- 
siderable praotioe» yet whose names are not now connected with 
works of acknowledged importance. Fonrteen masters composed 
the art council of the cathedral of Santa Maria del Fiore in 1366, 
yet we know few except Gaddi and Orcagna to wh<mi extant 
prodttotions can be assigned. The mnster-roU of those who were 
employed to famish models or designs contains a long aeries of 
names which represent nothing to us at the present time except 
. mere sound. But, on the othw hand» large and important 
creations, especially in the domain of painting, are attributed to 
artists who are only remembered by an alias. 

One of the most important amongst these is a disciple of 
Giotto, called, in the fifteenth and sixteenth century, Giottino 
or the little Giotto, an artist who was known to Ghiberti and 
Vasari as Maso or Tommaso di Stefano, and is probably the 
Giotto di Stefano of existing records.^ 

* * YMtrPa Oiottiiio ii a eompodte omtuN tntd« up of time panooi, TIm fint 

of these artists is a certain ICiMk. This Maso is mentioned by Filippo Tfllani, by 
the Anonimo Magliabecchiano, and hy ChibertL Yillani speaks of him as a disciple 
of Giotto, Ghiberti adds that he w&a a very noble painter. The Anonimo and 
Ghiberti give to Maso a tabemaole at the Piazza of San Spirito, the frescoes of 
8t SylT«8t«r at 8. Oraoe, the ptetnre of the Duke of Atheu and hie ■■eoc iat ee on 
the fa9Ade of the Palazzo of the Podestk This Maso has been identified with 
Maso di Banco, an artist who matckolated in the guild of painten in 1348 and in 
the Company of St. Luke in 1350. 

The second artist Vasari included under tlie name Giottino was a certain Giotto 
di Maattio Stofitno, who Is perhapa identioal irith tiie Giotto employed at Ftaa, of 
whom thete is a teeoid quoted tij Booalni (MrnMrit IrnHU, p^ 68). Thla aitiil^ 
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Ghiberti and Vasari both attribute to Maso, alias Giottino, a 
series of frescoes in Santa Croce and Sant' Agostino (now San 
Spirito) at Florence. According to the first, the decoration of a 
whole chapel by this master at Sant' Agostino was an excellent 
piece of workmanship, equalled only by a Descent of the Holy 
Spirit above the high portal, and a Virgin and Child in a neigh- 
bouring tabemade. At Santa Croce the legend of St Sylvester 
and Constantine was copiously iUostrated by the same hand.^ 

The wall paintings which were thought so admirable at San 
Spirito no longer exist The frescoes of the chapel of San 
Silvestro at Santa Croce are still extant, and, as they are nn« 
doubtedly one of the best contributions to th^ knowledge of the 
art of Giotto's disciples that can now be found, an exhaustive 
description of them will not be out of place before we attempt 
to determine whether the painter is identical with Maso or Giotto, 
of whom we know that they were both called Giottino. 

The frescoes represent the miracles of St. Sylvester. They cover 
the whole of the lunettes and the remaining wall spaces of the chapeL 
In one compartment of a lunette Constantine is represented sitting in a 
chariot receiving the wailing mothers whose children had been selected 
to famish a bath of Uood f (» him. He dflolaies himself ready to die 
Father than be restored to health by such means. In another compart- 
ment Constantine sees St. Peter and St Paol in a vision, who tell him 
that his leprosy will be cured if he suooeeds in being baptised by 
Sylvester, Bishop of Borne. The visiim oppresses the Emperor, who 
cries in his sleeps attraets a watcher, who looks in at a door and 
awakens two attendants (now needy obliterated) at his bedside. 

according to the Aiionimo, painted a picture at the Canto alle Macine, a tabernacle 
at the Piazza of S. Spirito, some pictures in the same convent, some works at 
Ognimati, sad a Pietit in the monartny of San Chllo, all of whioh hare periah«d. 

The third artist who went to compose Yasari's Giottino was Tommaso di Stefano, 
who was matriculatcrl in tlie Art of the Maestri di Pietra on December 20th, 1385. 
It was probably he who carved the statue of the campanile of Florence attributed 
bjr Ghiberti to Maso and by Yasari to his Giottino. 

The uistiDg irarlcB attribnted to Giottino am for the meet part the work of 
Giotto di Maeetro Stefaao. In the important record discovered by iliintz in the 
Vatican Registers, quoted in tlie notes to the last chapter, this Giotto di Maestro 
Stefano is ranked amongst the most important masters employed at the Yatican. 
Like Giovanni Gaddi and the archpresbyter GioTanni, he is paid at a higher rate 
than Oumumi da Hilano, Agnolo Gaddi, and the oUnr aitiiti. 

^ Ghiberti, Oom. 2, «.t., in Vasau, ed. Le Hoonier, i., p. xzi. 
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In tlio opposite lunetto Sylvester ai)pears lx>fore Constantino, who 
sits on liis throne, shows him the likeness of I'eter and Paul, and 
convinces him that the apostles really appeared to him in his sleep. In 
the right compartment of the same space the Pope, attended by a 
i^iJlMj and two guards, pate his hand on the head of ConatttDtine^ 
who is np lo hit middle in a baptismal font 

The Empieas Helen having ezpieaaed her disappointment ISiat Con- 
stantine should have heen oonverted, the Emperor called a conncil, in 
the nidat of which he appears, immedutely below the Bftpttsm^ enthroned 
with eaidinala and ooortien around him. Zamhri, a Jew, has killed a 
bull with a whisper, and Sylvester, in the pictoze, lestoree the bull to 
life before Constantine witti a blessing. 

A diagon having killed many people^ and amongst them two ho^ 
eletk^ bj the poison of his breath, Sylvester biavea the monster in the 
rains which he inhabits. He then restores the two holy mea to life in 
the presence of the Emperor. 

Beneath the Vision of Constantino a niche contains the painted effigy 
of Christ in his tomb. Two saints fill the curved vaulting of the reoes^ 
and two medalliona with prophets are in the spandrels. 

Below the fresco of the wailing mothers a stone monument is let 
into the wall, above which the kneeling figure of Bettino de' Baxdi is 
painted looking up at the Saviour, who ascends to heaven in a glovy of 
angels — a fresco much injured hy damp. The vaulting of the recess in 
which the tomb h'es contains two prophets and medallions of ^^inte, and 
two medallions with half lengths in the spandrels. 

At the sides of the chapel window there are saints in couples, St. 
Zenobio and a bishop to the right, St. Romolus and a bishop to the 
left 

Amongst the pictareB on the walls of the chapel, that in which 
SylveBter seals the lips of the monster is the finest The composi- 
tions are telling and skilfully arranged The movements are 
lively, and the heads fairly individualised. In the final miracle 
the groups and incidents are carefully arranged. The distance of 
houses and ruins displays that freedom from conventionalism or 
artifice which is so pleasing a feature in the latest of Giotto's 
frescoes. Nothing can be more forcibly rendered than the action 
of Sylvester. The expression in the eyes of the friar holding his 
nose to exclude the smell is striking. Realism is fairly allied to 
decorum and correct shaping; it is carried further than we find 
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it in Qiotto or Giovanni da MOano, yet without an undue sacrifice 
of anf of the laws of composition. The draperies are sweeping, 
the drawing is firm. Form and detail are studied, without detri- 
ment to the mass, and the draperies and articulations show little 

of the neglect common to so many Giottesques even at the end of 
the fourteenth century. Warmth and transparence of colour are 
combined with high finish and broad modelling, and Vasari was 
justified in asserting that the painter inherited the spirit of 
Giotto.i 

Similar style, technical execution, drawing, and tone are to be 
found in a Crucifixion and other frescoes in the crypt chapel 
beneath the Cappelione dei Spagnuoli at Santa Maria Novella,* 
where an inscription carved on a slab records the proprietorship 
of the family of Strozzi. 

The Saviour in the Crucifixion^ — a counterpart as regards the 
head of the Kedeemer — at San Silvestro shows an efibrt at greater 
research in the rendering of nude forms than was usual with 
Giotto. Amongst the principal figures, one of venerable aspect 
behind the Yiiffa is full of character. On the wall to the left 
of the entrance a powerful composition represents the Virgin in 
adoration before the infant Saviour, where a curious realism may 
be noticed in the action of one of the shepherds who holds hack 
a harking dog.* The painter might, indeed, for this deserve the 
ej^thet — "ape of nature" — which Vasari applies to Stefono 
Horentina This is not a Giottesque composition^ jet it is well 
distributed. The jfeatures of the Virgin are tender and fall of 
feeling. A pensive gravity marks St. Joseph, whose head is 

* The intonaco has in many places fallen out. 

' This crypt chapel is not to be confounded with the chapel of the Strozzi in the 
same church, decorated by Orcagna. 

* Lniwkto fraaoo, ftdng the entniMe. As ittaal, the Magdalen grasps tlie 
Ibot of the evoM, tiiie Viigin liunts in the arms of the Marys, soldiers and priests 
•taod around, and angels wail about the principal figure. Where the colour has 
fallen the original grey preparation of the angels appears. In the four sections of 
the ceiling are four prophets ; in the vaulting of entrance, the four Erangelista between 
BL Benedict and another siint 

* 7hm Yiigin's disss lias seslsd amy. In the shed 8t Joseph sits to the right, 
the oz and the ass in a corner, and a choir of angels about. Three celestial 
messengers fly above the shed« one of whom annonnoes to the shepherds in the 
distance to tlie left. 

II. — o 
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Oiottosque in tjpe. The angda, tboac^ gnfieful and slendor, 
have adll aomethlng more than osnaUy maiwnlipe abont them, 
and some of them are impreBsed with the stamp of Taddeo 
Gaddi'a manner. Here^ aa at San Silyeatro, ire aee an artist 
combiniQg Qiotteaqne qualities with a teohnicaJ advanoe eqval 
to that which marked the wwk of Gioyanni da Milano, and 
therefore a man apparentlj living in the second half of the 
fourteenth oentmy.^ Yet even. this cannot be affirmed with too 
mnefa eertain^, becanae it is possible to point ont yet another 
work with the same characteristics, the subject of which woold 
lead us to believe that it was produced before 1350. This is a 
fresco on the staircase of the present Accademia Filarmonica in 
the Via Ghibellina* at Florence, a building called in olden 
times the Stinche Vecchie, where the expulsion of Walter of 
Brienne, Duke of Athens, on the day of the feast of St. Anna is 
allegorically represented. 

The Duke's empty throne stands on the right side of the pictuie. 
He has just been expelled from it by a figure holding a ftft^itnn^ hovering 
in the air, and threatening him with a dart. He flies away, treading on 
the symbols of justice and law, figured by a pair of scales, a book, a 
broken banner, and a swoid; and he holds tenderly in his arms a 
monster emblematic of treason, with a human head hoary with age, 
and a toil like that of a lobster. In the centre of the fresco, St. Anna, 
enthroned under the guardianship of two angels, points to, or rather 
touches with her left, the towers of the old palace of the tyrant, and 
presents to the kneeling guardians of Florence the banner of the city.^ 

It may be that this damaged wall painting was executed later 
than 1343, the date of Walter de Brienne's expulsion. It is not 
to be confounded with that which, according to Yasari, was 
commissioned of Giottino for the palace of the Podcst^, where 
shapeless vestiges still remain of portraits of the Duke of Athens^ 

' Amongst the painters of the time whose names present themselves aa capable 
of hftTing ezeonttd tiie frcaoow of this chapel, we may mentioB Boraaido of Fionuob, 
napeoting whom see posUa. •* No. 88. 

* The monster in tlie Duke's arms may be seen repeated in the figure of treason 
in a fresco by Ambrogio Lorenzetti in the Palazzo of Siena. The fresco is highly 
interesting for its exact representation of the Palazzo Vecchio aa it stood in the 
middla of tho fomrtMnfb century. 
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and his minions, Coretticri Vi :doiii:;.;. M'\':i'' j - »: • 

Sii'i Giiflipnano, with tl-e ruitita of ju I •* i*': 

not cusy U) conceive how i' £>•••'*•. '.^ «••" - • • 

?>tinohe coiil»i have Wvii pr«Hi<:wv'l iu 16 to i-; • 

tiiiio. if V:i 'tin's chronolopr W . nrrect, iiv,i.i 1/. i: • • • • • * 

am* * lliit, Sfittiiig aside .i^ iiii lor a time the ; - 

*'r* sikiae hand as that which seems in hav* , 

ui' the Cappella San Silvestro in S<i»::a ( 

:-'roz/i in the crypt of Santa Maiia > 

f'M'ii'.. rly in San lloineo, and now iu the L' 

Tf'^rp tht. ; ivio ir lies '"^n ] w-.i-an;'; sheet «> . 
v>f tho lv,)dy the Yjr<:»in rai< rlic! ht:v\, N*hilst r.'w 
ih'; rr.;hr iiai"!. t'iff Kvangf^list ji^aiis ov«t ' • ! ! • 
f«'Tr';'i(> s.iint, Hi j <. i.>i\o at titiidt?, sit^i on f : .'' ' : .•• 
Sivicur's hf-vl, ainl an-'tiv-ir of th»; M.\ry.- k ;i h;- . 

il«-«kuaer8 feet-, the Mii;-laloii kncols, vkMi two f. . s to hc» 
first of whom is |.rot«^ct^d by tho hnwl rf St. ' » pl-iced 
hc.»'l, th** SK'oiid by St. ZcwAni^ with his crozior ..'..■! ir :*rtion, 
liu' gold ground is t)is crjss. 

This is 8 tnily Giottesqiie comp'.-itjon» ^ • 
i.';t a litiie realism in the expression of pass. » 
iiii;dc> of rendering. The manner in wliich ti • 
I heir guardian saints are introduced a c\ "'.' 
di 'Lcult problem. The forms arc veil ' ! ^ • 
show an advanced study of nature, and u*. . • n t' • 
minute details in flesh and in draperies. T?ie • 'i If. 
aivj powerful, and laid on with a profusion uf \ ■ j'. Theso a; 
qualities jieculiar to Giovanni da Milano, alliod U) gi- .*^^r force or 
exf rfii»«!ion than he p(*bPcssed, and more talent in eoni)>'i.?ition.* 

' Vasabi, ed. tian.^oiii, i., pp. 626, 626. 

' l\' ing N>rn, ar-'onim/! to V.\8\ri, in 1324 («' , i . p» 621). 

♦ I.iLiie reli.iu-.' 18 to Iw placed Upon Vaaiirrs chron*' • . i^.'Ard « 

' N«). 27. S' ■ \' , :w.t, kh], Sruisnni, i., pp. (;.'7. fl'Jl.'. » •«•• »• t 

hUi 'i^ty of iSan Koneo lu the lime of Rioha (C^u."-. I'tor., \.. ■ 

* KrMOHK a."'**i^;ni« this picture to Vicro ( l- a:a, h win:"' • 
(/' r'l.' Hn{frn, ii. p. 172). A pi'^turr vith fitiii*'* «tMl hw«»U t- 

HTM!"! is a Doj.K).sitioa from M - * lo,? wri- ^ ^m,; i > 'i 

niMl.i"li f^n'-c* {^f^ yiro[ :.; '-./n'-r I,jon> ■■ • 

cli'tra-'tfr i.s a j»i ;iurt in ntc [ luK in.^ A' autiuy, i> ..• -i- *. • 1 • • . * . 
Ptiini(« No. 135. * Hut it la vary in furior to Oiotti !>'>'» |- . .' » '* ..i. 
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and his minions, Cerettieri Visdomini, MeliAdnBse, and Eanieri di 
San Gimignano^ with the mitres of jostice on their heads.^ It is 
not ea^ to concdve how these portraits or the fresco at the 
Stinche oonld have been prodnoed in 1343 by one who at that 
time, if Yasari's chronology be conect^ was but nineteen years of 
age.' Bat^ setting aside again for a time the question of authorships 
the same hand as that which seems to have produced the frescoes 
at the CSappella San Silvestro in Santa Crooe, and the Cappella 
Stvozzi in tiie ciypt of Santa Maiia KoveUa^ executed the Fiet&, 
formerly in San Borneo, and now in the Uffizi at Florence.^ 

Here the Saviour lies on his winding sheet on the ground. In rear 
of the body the Virgin raises the head, whilst one of the Marys kisses 
the right hand, the Evangelist leans over her and looks on in grief. A 
female saint, in pensive attitude, sits on the right foreground near the 
Saviour's head, and another of the Marys kisses his left hand. At the 
Redeemer's feet, the Magdalen kneels, with two females to her left, the 
first of whom is protected by the hand of St. Benedict placed on her 
head, the second by St. Zenobius with his ciozier in similar action. On 
the gold ground is tiie eiotR. 

This is a truly Giottesque composition, with great feeling and 
not a Uttle realism in the ezpresnon of passion, yet simple in its 
mode of rendering. The manner in which tiie patronesses and 
their guardian saints are introduced is a dever solution of a 
difficult problem. The forms are well modelled and drawn, and 
show an advanced study of nature, and an effort to reproduce 
minute details in flesh and in draperies. The colour is still warm 
and powerfol, and laid <m with a profusion of vehicle. These are 
qualities peculiar to Giovanni da Milano, allied to greater force of 
expression than he possessed, and more talent in composition.* 

^ Vasa&i, ed. Sansoui, L, pp. 626, 626. 

* Being bom, aooording to YasuU, in 1824 {ed. eU.t i., p. 621). 

* Little reliaucc is to be plaotd upon VaMfi's chronology in regard to Giottino. 

' Ko. 27. See Vasari, ed. Sansoni, i., pp. 627, 628. This picture HM in the 
ncristy of San Romeo in the time of Richa {Ckicae Fior.t i,, p. 258). 

* RuMOHR assigns this picture to Piero Chelini, a peinter of the fifteenth century 
(tbntkmtgtn^ U. p. 173). A pictnre with 6gnre8 and heads in the etyle above in- 
scribed is a Deposition from the Cross with a Virgin and angel annunciate in 
medallions, once the property of Signor Lombardi at Florence. Of a similar 
character is a picture in the Florence Academy, Sale del Maestri Toscani, Sala 
FriiM, No. 18S. • BiititievMyiBftriortoGiottiiM^tpiatiiranlthtlJfisL 
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The question is how to reconcile the fact that all these works at 
Santa Croce, Santa Maria Novella, the Stinche, and the Uffizi are 
of the latter half of the century, with Vasan's statement, that 
Tommaso detto di Stefano» called Giottino, was horn in 1324 and 
died in 1357.^ Ghiherti, we saw, calls the painter of the Silvestro 
chapeL Maso^ and gives no due to bis birth. Del Miglic»e, in his 
comments to Vasari, notes the year 1344 as that in which there 
lived " Tomas pictor, filins Dominiei, popuM Sanote Mane NoveUe," 
who was afterwards in the guild of painters.' But Thonuuf, 
the son of Dominic, is a different person from Tommaso the son 
of Stef ano, whose name is not to be found in any record. The 
Florentine guild, in 1368, registered Giotto di Maestro Stefano 
amongst its mmhmf w1k> would be mudi better entitled to the 
by-name of Giottino than Tommasa Bonaini very reasonably 
thinks he has found a trace of this Giotto in a document of 1369, 
which tells how "that painter received seventy livres for two 
caskets that were presented to Margaret, the wife of the Doge 
Giovanni dell* Agnello de' Conti at Pisa."* It has been very fairly 
assumed that Giottino's real name was Giotto di Maestro Stefano, 
and as this painter lived in the latter half of the century he may 
be the author of the frescoes described in the foregoing pages. 
It is all the more probable that this should be correct because 
records of recent discovery have proved that Giotto di Stefano 
was a painter of real flesh and blood, and a man of good repute 
amongst the masters of the second half of the fourteenth century 
at Florence and Rome. 

Since the days of Boniface VIII. and Clement V., Rome had 
almost ceased to attract painters. The popes who had settled at 
Avignon, and no longer cared for the Vatican, took no measures 
for the preservation of Roman buildings. The Lateran and 
Vatican suffered much from fire and neglect, and when at last 
Urban V. was persuaded to visit Italy in 1367 he found the old 
. papal capital in a bad condition. It has been said that Urban 

* Vasaki, cd. Sansoni, i., pp. 628, 629. 

* Note to Vasari, ed. Sansoni, i., p. 622, and Gualandi, u.s., Ser. vi., p. 188. 

* The Btatemeut in the document ruus as follows : Tomas jtictor^lius JJominici 
pcpidi SaiuU MarU Ncvelle emit bona . . . tttmo 1884. 

* GVAltANDi, p. 182. * BOMAIMI, «A» M$tMrU itudiU, p, 68. 
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undertook to restore all the Boman churches. Becords of papal 
expenditure sanctioned in 1369 for the restoration of a large and 
a small chapel in the Vatican have brought the names of twenty- 
four painters to light who were employed together to effoot what 

perhaps, under less extraordinary circumstances, would probably 
have been confided to one master.^ The three principal artists * 
who directed the works were Florentine, viz. Giotto di Stefano, * 
Giovanni Gaddi, and " Archpresby ter " John. Under them , 
laboured Agnolo Gaddi, Giovanni Auri, Giovanni of Montepulciano, • 
and IJartolommeo of Siena. We liave already seen that Giovanni ( 
da Milano was one of Giottino's colleagues. There were seventeen 
other painters besides, whose names we find noticed for the first 
time. The wages were twelve florins a month, equivalent to ■ 
sixteen pence a day, for Giotto di Stefano and his colleagues, • 
eight, ten, and twelve pence or soldi per diem for the rest. Even 
Giovanni da Milano did not at first receive more than ten soldi; ' 
and it was not till a certain time had elapsed that he earned the 
twelve pence of which Agnolo Gaddi had been thought worthy. 
We are now without means of ascertaining what chapels Giotto 
di Stefano painted. No work of any of the artists named has 
been preserved at the Vatican or in any other part of Borne, 
though Vasari says that Giottino painted frescoes in San Giovanni 
Laterano, and a hall full of celebrities in one of the Orsini palaces. 

The difficulty which attends the histoiy of Giottino does not 
end here. Amongst the works assigned by common consent to 
him, are the frescoes of the Cappella del Sacramento at the end 
of the south transept in the Lower Church of Assisi, respecting 
which Yasari is sOent, and frescoes painted on an arch above 
the pulpit^ in the same church, representing the coronation of 
the Virgin in the midst of a choir of angels, and scenes from 
the life of St Nicholas.* The coronation of the Yiigin is in the 

* ^ Long extracts from these records have been given in the notes to the last 
eliaiyter. See pp. 187, 188. 

' Vasari, ed. Sansoai, i., p. 627. In the old ex-chapter, as one issues from the 
church, where a door leads to the room, celebrated as being that in which 8. Giuseppe 
da Copertino died, are, on a wall, frescoes, now restored, of a Crucifixion with figures 
of St Paul, St. Peter, St. Louis, and St. Anthony of Padua, and at the foot of the 
erois St Fhmoia. Six angels hover about the cross. In the arch traces of saints 
apy)car. Th q9c pain tings, much damaged by restoring, are like thois above the pulpit 
in the body of the Lower Ohoroh of Assisi. 
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place mentioned by Vasarl It is partly obliterated and partly 
damaged, and might have been executed in the first half of the 
fourteenth oentnry, but at the spring of the arch, instead of scenes 
from tlie life of 8k Nicholas we have the cmeified Saviour with 
the Yiigin in grief and St John in a violent attitude at the sides 
of the crasi, the Bedeemer a ooarse figure, hat still Giottesqae in 
type and form. Two remaining scenes are taken from tiie martyr- 
dom of St Stanislas of Ciaoow; bat thej are of a diffinent period 
from the IlovMitine walks aasigned to Giottino, and hja diflfeient 
hand. Moreover they are vastly inferior to the beseoes of the 
Cappella del Saeiamento, whidh is decorated witii scenes from the 
legend of St Nicholas — scenes which may be sought in vain where 
Vasari describes them. 

St Nicholas, hearing that a Odnenl had been bribed to put three 
innocent youths to death, appears on the place of execution and aireeto 

the hand of the executioner. Constantine canaea three generals — 
Nepotian,Unii8|and Apilio — to be arrested for treason. But St Nicholas 
appears in a dream before Constantine, who sleeps by the side of his 
prisoners, inclosed in a cage, and calls upon him to release them. 
These arc the first frescoes on the left wall, in the lunette of which a 
posthumous miracle of the saint is depicted. 

A Jew hearing that no thieves ever robbed houses under the protection 
of St. Nicholas, ordered a statue of him to be placed in his room, and 
was nevertheless plundered of everything he pt^essed. In his rage 
he beat the useless image with a stick. St. Nicholas appeared to the | 
thieves and induced them to restore what they had stolen. Tlie painter 
represents the Jew beating tlie figure of St. Nicholas with a whip, i 
St. Nicholas is also the protector of maiden virtue ; and one of the first | 
acts that brought him into notice was his secretly throwing gold into i 
the room of a neighbour whose poverty would have induced him to 
sacrifice the honour of his three daughters. He is depicted on the wall ^ 
of the chapel, to tlie right of the entrance, standing on the threshold of 
a room where three females and their father all lie in sleep, a curious 
and probably real picture of humble life in the fourteenth centuiy. 
Lower down, on the same wall, St Niehdaa may he seen pardoning the 
oodbdI at the inteicMsion of the tiiiee yontfaa whose lives he had ordeied 
to he taken. In the next lunette the saint restoreB to life a child entioed 
from home and killed an evil spirit Beneatii this, again, St Nicholas 
aoatehse away from hefoie a king a eaptive yonth, and leatoiea him to 
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Bv GlOTTlNO (?) 
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his paxentB. The aaint Aim downiraidB and eatehm the youth bj fhe 
head. The latter u m the act of handing a cup to the king, seated on 
a thione. To the left| the ehild stands hef oie two penons, seated at a 
table. Beneath this, ag^ a youth who had been dzowned as he diew 
water in a cup originally intended as a piesent to the altar of St NichohM^ 
is restored to his paients by the saint. In the side jnevoed by tiie aidi 
of the entnmce^ aboye the lowest oouise In which nine out of twelve 
Btandlng apostleB aie still yisible^i St Maiy Magdalen appeals eieet yet 
in prayer, to the left; and iSt John the Baptist^ to the rights points to a 
figure of the Saviour in a niche in the lunette. At his sides St Fmnds 
giyee'his hand to a kneeling caidinal in episoopal diess, beneath whom 
the arms of the Qisini are depicted, and St. Nicholas holds by the hand 
a monk in a white dress upon which the arms of the Oisini aie 
embroidered. Beneath the first of these gnmps is the woid CiXDiSAvm, 
and below the second dnb. jonb oastanub fbatir xnm.^ 

Yasari declares' that Agnolo of Siena erected a chapel and a 
tomb at Assist to Cardinal Gaetano, the brother of Cardinal 

Napoleone Orsini, who died there. The latest record which has been 
preserved of Agnolo of Siena is dated 1349.^ Kapoleone Orsini 
was one of Nicolas IV's. cardinals, and died in 1342 at Avignon. 
Gian Gaetano Orsini received the bat in 1321 from John XXII., 
and died at Avignon in 1339.^ The Chapel of the Sacrament was 
built for the mortal remains of members of the Orsini family; 
and it is obvious that the frescoes which now adorn it were 
painted for, or in commemoration of, Napoleon and Gaetano. 
There is no certainty as to the date of the paintings of the 
chapel, but the style points to the middle of the century.^ They 

^ Three on the wall to the left are oblitented. 

* All that remains of two long inaQriptumt. 
> YasaeIi fld. Sansoni, L, p. 4£(9. 

* DoeymrnHperia Storia dOP AHt Srnim, hy Gixtavo Mnjunsi, «.«., i. , p. 208. 

' See Eoos, Purpura Docia, i., pp. 248, 817. Eggs oometo Giacchoni, who 
affirmed that Gaetano Orsiui died at Avignon in 1355. RiOSA relates of the latter 
that be caused the steeple of the Badia of the Benedictines of Florence to be rebuilt 
in 1^0 {Chieset i., p. 195). He founded the convent of the Minorites of Siena in 
1898. 

* • The whole question of the date and authorship of these frescoes bristles with 
di£Sculties. Some modern critics assert (1) that these paintings must have been 
painted before 1816, because in that year Giovanni Orsini received the cardinal's 
hti, and in tha freaoo ha is raptasentsd in tha dxaas of an inllNior order of the 
clergy ; (2) that Giottino was bom in 1824, and that therefore (3) Giottino could 
not have been the author of these fresooea. To this it is sufficient to reply that 
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are livelj, wellHunaoged oompoatiaiu^ ahowiog oonaidetaUe power 
in the lendering of movement end eotiim. Artists of the earlier 
part of the fourteenth century seldom imparted more life to their 
incidents than maj be observed in the groups formed bj the saint 
presenting the drowned child to its parentsi Affaction overflows 
in the figore and face of the father who embraces his son. Hie 
mother with outstretched arms longs to press him to her heart ; 
the dog bailDi and capers with joy, and the saint himself is 
admirable as he presents the boy. St Nicholas, in easy motion, 
flies down to rescue the young captive, and stops the arm of the 
executioner with great energy. Variety of expression marks the 
faces of the youths interceding fur the consul. The apostles of 
the lower course are, after those of Giotto in the altarpiece of 
Rome, the most admirable that were produced in the early times 
of the revival for gravity and individuality of character. In the 
vaulting of the arches are figures of male and female saints with 
fresh and attractive faces, noble in shape and stature, and finely 
and broadly draped. Great feeling is shown in contrasting light 
and shade. Hands and feet are carefully drawn in the Giottesque 
fashion; but there is a tendency to display the human features 
in comparatively small proportions, and to lavish minute care on 
embroideries. The colour is light and clear, rosy, well blended, 
and transparent in shadow.* No painter, Taddeo Gaddi not 
excepted, ever showed himself at once a better or a closer 
imitator of Giotto. No frescoes do more honour to the chief of 
the Tuscan school. But the pictures inside the chapel are not 
more remarkable than those which decorate the outer face of the 
entrance wall These are dose to the frescoes of Giotto, and 

Giovanni Oraini did not receive the cardiual's hat in 1316, and there is no proof 
that Giottiiio waa born in 1824. It rests only on Vaaari'a statement, and Vasari's 
lift of Oiottino ia abaolutely im lrmitwwi hy. Moraorw, it it doabtfid wbetber thaw 

frescoes were })aint€d for, or in commemoration of, Napoleone and Gian OmIuio 
Orsini. Nevertlieless, vliilst disclaiming these familiar hut erroneous argnments, 
the editor confesses his inability to definitely accept the attribution of any of the 
frescoes in the Lower Church to Giottino. The question of the authorship of the 
freaooea in tha Oappell* d«l Sacramanto he regaxda aa an mnolTad pfobkm. At 
tha aame time he would draw tho atlantion of critics who ate tempted to dogma- 
tise on the subject to the first paragraph of this chapter. 

^ The figure of the Saviour before St. John is grand in the regularity of its 
form. The lights of some draperies are touched iu gold. 
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I : ' '» il i <*i M ti. ii}. jKiifntH. Afliic-tirtii .iV-.r:' - • 
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i ' . :i « . • a f, i th'.ri' • f fiu'iio in tlio alfUi'it • ••: 
I. : . »' ■ f I. ii C iha^ w-.re pt< ilnecl in f! .' c0.rly •! a.-' 

«' l". » juivl ij -J' vitlujility oi eh.u f tt. I:; 

\ . ! ' ; ti • -i: • .u- t'uMire* of jn Hf p'ul foivai- .viiiiti v .1 
J . . » . ■ jr- ;f^ f .I'-'S. iio'.lo in r^ha^H aiiti ^^atr.in, a:v\ 
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..;.'! '".11^ ] \ .'i i mil ffvl me c:'i f '^i i: iv !?> th*^ 
'• ^. 'I.: . M I' i.. n l-ri'ivpy to i:', '''' iuuiia;i l^.M 
in .« I .'.-.J'*. V 'ju/ill i'; , uiLi- i !>j lavish luinu^t ..-ar*? \ 

i!- r • T •• !"Ur hj;ht am^ iluar, rosy, well ll-ndi-.! 

' i-ai • ti»i in ' y pniutcr, Tacklfto GjuM; a 

t' , • v«'r sh hiiiis*il£ at once a better • a clo>'- : 
• I fu, N J fix^v.^jK"' do mon* hviiour to ihc cbiti • : 
il.o iV- 1 * ' 1. l^.it th'^ ]'ir^ ire« insido the cliApel trc :\X 
nil'.*'* ivMuri^.'ihh' thaa Ih^gc which dpcorate the out^r face of i'l. 
i-utr-ti. t Will Thi^e ai\) clotse to the frescoes Giottu. 

l.'jVttL i C* .p1 liii rf'i-:iVL' 'he - A.iiijia!"^ ? -i*^ \ • . h • 15 r. ^ ' i. 
that (»)<•••« •!'» v.*- ' o*i ill l.'i'il. It n-.«i* 01. vu i.<aa d . uatiui ju, ii'fi \ u- •: '» 
H^' yf . i».in i'.*. !' u'>* .iitr.;jhN«»rtl»y. Muwvr, il is d^nVUiil whether \u;*. 
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f''. ui, N-\* t}.« l« j^. \rJ::l.''t • ' . •.••i i.iiig t:.<'se r.nniliar Imt cr»"uiif^o.. h!>.,1': i- . •, 
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frt , ji» ihc Tj«»»v«.? «;uuroii .0 In:*-, Tii" qu.'ition of ii.r .iiahoral.ij.. <. i : 
fr^ iH tiie 0-if jptlU dui r'«»ieht»i ri« !*«'(l'i •» aii su«oh<nl {.<ri)k.ti. .A* 
tke saitit t'liic ho woiiiJ Hmw the ftltfniiou of cntics who «T»» tv":j.l^«: u. ^: 
t.'se on tho »vi!ijrr-t to tlie U'>t para^JT^plt <'f tl.ls <-ha)>ter. 

' T) o y-^ujf (if the .Savlnur l> i if St. Joliu in f^mnd m the lo juiaiity :* 
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differ slightly from them; but they also differ from those 
illustrating the life of St. Nicholas, so Uial it is difficult to say 
whether they are by the same hand. They are, however, of a 
later period than the age of GioUo, and are finished in a style 
not dissimilar from those inside the Chapel of the Sacrament. 
They represent on one side of the arch the death of a child through 
the fall of a house, and his resurrection at the intercession of 
St. Francis.* On the opposite side of the arch is the resurrection 
of the child,^ a very fine composition, in part damaged and dis- 
coloured, but very animated. The medallion prophets in the 
painted ornament are different from those of the other frescoes 
in the transept. Above these two figures is a sjilendid Annuncia- 
tion, with a majestic figure of Gabriel, and a matronly Virgin 
shrinking back in surprise, and well draped in her blue mantle. 
Puccio Gapaona is, according to some writers, the painter of the 
Annunciation. A Madonna amongst saints,^ in style much re- 
sembling these frescoeSf though perhaps feebler, adorns the Medio! 
ehapel in Santa Czooe at Florence. Of the aainte Bartholomew 
18 especially fine. 
In Santa Chiaia of Assisi, an edifice of which Vaaari says 

* III the first of these scenes the ruins of a house may be seeu in tlie distance to 
the left, and in the foreground a man, almost turning his back to tlie spectator, 
holds ilie corpse of tiie child whidk the mother in an agony of grief stoops to Um. 
Behind her a female wrings her hands, another tears her hair, a third lacerates her 
cheeks with her nails, and more to the rif2;ht are other female spectators. On the 
extreme left a man stands in profile, to wliom tradition gives the name of Giotto, 
Yasari having stated in a general way that in the sides of tlus portion of the church 
ft portrait of Oiotto oiittsd (Vababi. i., p. S17). 

' St. Francis in flight appears in ths upper stoiy of a house whtre ho Uy, and 
may be observed to rise in bed. A youth runs down a flight of outer steps to make 
the miracle known, whilst in front of the house a trestle lies rsady tat the body. 
The clergy has arrived, and a crowd waits to follow the funeral. 

' St. Louis, St John the Baptist, St. Bartholomew, St. Petnr, and other salnti. 
In the medallions of the niehee ere prophets. In the Ceppella Ibdid, agsin, 
we find an altarpiece which has received much damage in the course of ages, but 
recalls, though on a feebler scale, the paintings of the Orsini chajjol at Assisi. It 
represents the Virgin and Child enthroned with five female saints at her sides. In 
the upper part of the altarpiece there are half lengths of prophets, in the lower 
half lengths of saints. 

Of the same class, but in style more like works of Julian and Peter of Biminl, 
arc the four panels in the collection at Alnwick, and other p&rta of the same altar- 
piece in the Sciarra palaoe at Rome, already noticed in the life of Giotto. 
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that it owed much of its internal deoorataon to Giottiiio,^ aome 
yestigee of the art of the fourteenth centuiy are preserved. The 
fignree in the ceiling of the transept' seem, however, to have 
been designed hy an artist of the fourteenth eenturjr, but of 
much lower powers than the painter of the Chapel of the Sacra- 
ment Yasari affirms that Qiottino painted scenes from the life 
of S. Chiara in the chnioli of that name. Tnuses of these 
sntjeets have latelj been recovered from whitewash, together 
with remains of incidents from the life of the Saviour in the 
sides of the right transept ;^ but the remnant so recovered seems 
to have been originally of very small value. Besides these frescoes 
or fragments of frescoes in Santa Chiara a Crucifixion (altarpiece) 
of the fourteenth century is also preserved, which, if like some 
third-rate paintings at Pistoia, we still hesitate to ascribe even 
to I'uccio Capanna. In the private church of the convent of 
Santa Chiara, the frescoes of whicli have that species of renown 
which generally attaches to carefully guarded relics, the scenes of 
the Passion which cover some of the walls are of a low order, 
the least defective of them a Deposition from the Cross,* being 
painted with some tenderness of colour.^ A diligent search 
throughout the convents of Assisi reveals nothing but carefully 
whitewashed spaces.® 

> Yasari, ed. Sansoni, i., p. 627. 

' St Agnes, St. Monica, St. Catherine, St. Mary, St Clara, St CeoiUa, St Lucy, 
guarded by angels in the space diagonally divided. 

* The Flight into Egypt and Massaofe of the Innooflots, for inatanoe, which had 
not been whitewashed when Rumohr wrote at the beginning of this century. He 
notices them for the purpose of showing that in the fourteenth century no one 
objected to seeing the acts of S. Chiara compared to those of the Virgin. This ia 
truer than the ai^^rtio opinion which SMignt tiieie llrasooeeto Giottino. Fiondkmgm^ 
ii., note to p. 218. 

* Above which are S. Chiara, a monk, the Yii|^ and Child, St Francis, and 
another saint 

* In the eame ohnpel n miiMMikmi emoUIz h preeerved, wUoh certainly ditee ns 

far back as the tenth century. 

* The following is a list of the churches in which were works, now perished, 
which were attributed to Giuttino by Yasari : — San Stefano al Foute Yeochio, the 
church of the Fnti Snnini, 8. Spirito, 8. Fanonilo, 8. Oallo, 8antn Maria Novelle, 
OgniBSauti, Convent alle Campora, Ponte a* Roraiti in Yaldarno, all in and about 
Florence. At Assisi, above the gate leading to the Duomo, was another work by 
Giottino which has perished. Yasari also assigns to Giottino a marble statue on 
tiie campanile of Santa Maria del Fioic, which atill eiiiti, and haa tiie CHotteaqne 
chancterof albUowerof AndreaPiaano. Ftklt Yabau, mK. i«, pp. 628-687. 
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That the works of two or more painters may be concealed 
under the name of Giottino is not impossible ; our present know- 
ledge only enables us to classify the frescoes and paintings 
according to style and technical execution. Time may bring 
some further records to light, which shall facilitate the studies 
of later historians. The clue which might be given by the works 
of Giottino's pupils is wanting; of Giovanni dal Ponte and 
Lippo, whose lives are written by Vasari, not a single picture 
or fresco remains. Of Giovanni Tossicani^ d'Arezzo nothing has 
been preserved ;2 but it is characteristic of Vasari that he makes 
that artist — a pupil of Giottino, born in 1324 — the author of an 
Annunciation executed at Arezzo for the Countess Giovanna 
Tarlati about the year 1335.^ If, however, Giovanni Toasicani, 
mentioned by Vasari, be the man whose name appears in the 
register of Florentine painters as Giovamd di Francesco Toschani, 
Yasari errs to the amount of a centmy in his dates. The painter 
of that name was bom in 1372, registered in the corporation 
in 1424, and in 1427-30 made the usual returns of his income 
to the Catasto of Florence. We learn from the returns that 
Toschani contracted to complete the painting of the Ardinghelli 
chapel in Santa Trinity of Florence, which had been begun by a 
friar of the name of Domenico, and which Vaaaii assigns to 
Don Lorenzo Monaco. From the same source we ascertain that 
Toschani painted a picture for the Lord of Urbano, and began an 
Annunciation for Simone Buondelmonte, which was finished after 
his death by Giuliano d'Arrigo PeseUo. Toschani died May 2nd, 
1430, and was buried in Santa Maria del Eioze.^ As for Michelino, 
it is not possible to say to which of the painters of that name 
Vasari specially alludes. - 

» * Milanesi corrects this to Togcani. 

* ^ In records GioTanni Toscani is always spoken of as a Florentine. Vasari's 
statemtnt fhat he wu an Aretine is probably a mauiftstation of ATetimnHy wbieh, 
with Vasari, was only stronger than his Fkraitiiiinil. He wished to beUeva that 

the work he himself had restored at Arezzo was by a native of that city, 

' Vasari, ii., p. 146. The subject was the Annunciation witli St. James and 
St. Philip (now lost), the two latter tigures repainted by Vasari iiimself (see ibid.) 
stiU exist 

* OiomdU Storico degli Arehivi Toseani, u.«., 1860, p. 16; and GuALANDl, 
Ser. Ti., p. 182, and Vasaki, ed. Sanaoni, ix., p. 267. 
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CHAPTER XIII 

ANDREA ORCAGNA 

THREE arlisLs of the fourteenth century, registered in the 
guilds of the surgeons and painters of Florence, are called, 
after their father, Xardo, Andrea, and Jacopo Cione. Matteo, 
the fourth son of Cione, is entered in another guild as a sculptor. 
Vasari mentions a goldsmith called Cione in one of his 
biographies, and assigns to him the silver altar dossal of the 
baptistery and the silver chased head of St. Zenobius in the 
cathedral of Florence. Historians of the present century have 
jumped — very unreasonably, it may now be admitted — to the 
conclusion that Cione, whom Vasari describes as a goldsmith, 
is the same person as Cione, the father of Nardo, Andrea, Jacopo, 
and Matteo. But since proofs have been adduced that the dossal 
of the baptistery and the head of St. Zenobius are not by anyone 
of the name of Cione, Florentine writers have come to the con- 
clusion that the goldsmith of that name was a mere creature of 
Vasari's fancy. Be this as it may, Andrea Cione is a celebrated 
painter, who is perhaps best known by bis nickname of Arcagnolo 
or Orcagna.^ 

Orcagna was probably boxn in 1308. He entered the guild of 
stone-cutters in 1352 on the recommendation of Neri Fioravanti^ 
a well-known sculptor of that period at Florenca He was 
afterwards registered in the guild of painters. According to 
Vasari, he died, aged sixty, in 1389. But on August 25th, 1368, he 
was pronounced to be so ill that the consuls of the Cambio gave 

^ See Yasari, ed. Sanson!, i., p. 693, note, and fol.; Gualandi, u.s., vi., p. 186 ; 
Jacn>fo CayaIiUcci, on tiia doinal d ih» baptistery of Florenoe, in La Nmriomt 
of Flonnoe, June 28rd, 1869 ; G. Milanesi's and Passbrini's Del JUtratto di 
Dante (8vo, Florcnc^o, 1865), p. 19; VlSABI, ed. SUMOIU, i., note to p. S93; «od 
RuMOHB, Fonch, iL, p. 114. 
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a pictme of St. Matthew which he had begun to his brother Jaoopo 

to finish, and it is probable that he then died. 

Kardo done, whom Vasari oalls Bernardo, though his real name 
IB now said to have been Leonardo, is registered in the guild of 
surgeon apothecaries in 1B43 and in the guild of painters in 1365 ; 
and on May 21st^ 1365, he made his will, being then in a dangerous 
stote of health, leaving aU he possessed to his biothets Andrea, 
Matteo, and Jacopa^ 

There can be no doubt that the only eminent son of Clone was 
Andrea Orcagna, who lived early enough to do honour to the 
teaching of both Giotto and Andrea Pisano. No one more ' 
surely than Orcagna acquired the true maxims of Giotto in art. 
He was a painter, a sculptor, and an architect, and a master 
in every branch of the arts. He not only understood and grasped 
the great laws of Giotto, but, like him, combined all the essentials 
which unite to make art progress. He lived at a time when the 
Gaddi and others had lowered the pictorial standard. Placing 
himself on the vantage ground which Giotto had occupied, and 
keeping within the necessary limits of truth and of nature, he 
corrected the errors into which so many of his contemporaries 
had fallen and gathered into his grasp the scattered reins which 
they had come to hold so loosely. 

Nature had evidently marked him out for a universal geuius, i 
and had he lived at the time when perspective became a science, 
he might have been niunbered amongst the greatest artists of 
his country. Yasari pretends, but fails to prove, that Stefano 
Florentine and Giottino surpassed Giotto in the production of 
perspective efiect and in the foreshortening of figures. Orcagna 
was well deserving of this praise ; and in so far as one accustomed 
to scrutinise nature can fathom the difficulties of imitation, so far 
he penetrated with success, figures may he found in his frescoes 
foreshortened with a certain daring, and his wall paintings 
generally are more strongly stamped with the characteristic 
features of his genius than bis easel pictures. It is to be 

^ For lliflae datM nspeotmg Andrea and Ncrdo the antiiorilieB are Vasau 

(ed. Sansoni), L, ppw SH, 608, and Bonaini, Mem, Ined., u.s,, pp. 105, 106. Vasari's 
dat« of 1889 may, perhaps, be due to the printer, wbo ahoold ha?6 Mt 68 ifU 89, 
the figure* being ouiy turned upeide down. 
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deplored that his frescoes should have shared the fate ol most 
artistic works of the fourteenth centiuy. But enough renuuns 
for the satisfaction of a searching critiGiam, though too little maj 
be left to charm Buperficial observers. 

If we lecoostract^ mentally, the whole of that which is in 
a great measure altered bjr the effect of time» and then compare 
Orcagna with Giotto, the only painter that can stand comparison 
with him, we find that he introduces a yielding and sensitive 
religious feeling into art and a tenderness which foreshadows the 
coming of an Angelico. He is a link in the chain that unites 
Giotto to Masolino and Masaccio. From the Florentines he 
derives lus greatest qualities, from the Sienese, Simone> and the 
Lorenaetti the lesser ones. He tempers the sternness of the first 
with the mildness of the second, comhining grace in his figures 
with severity of form and nobleness of depoortment A Florentine 
by education, he takes from his rivals at Siena only that which 
suits his pnipose, and he never sinks to meaningless affectation. 
Yasari Is evidently right when he says that Andrea Pisano was 
Orcagna's first teacher.^ Orsanmichele still exists to confirm the 
statement; nor could anyone be more fitted to give grandeur 
and severity to Orcagna's style than he^ who had so suooessfully 
and conscientiously carried out the conceptions of Giotta It is 
less obvious who taught him to paint — peifaaps Mb brother ' 
Kardo, as Yasari states; but evidentiy he combined Florentine 
and Sienese qualities, and at Santa Maria Novella he unites die 
dramatic force of Florentine composition with Sienese softness 
and colour. It was admitted in Orcagna's own time* that he 
was the greatest painter who had lived since Giotto; and though 
Taddeo Gaddi was inclined to believe that painting declined after 
the death of his master, this was true only of himself and of | 
those who, like him, were servile imitators. Sacchetti has 
recorded the meeting of several artists at San Miniato, in which, 
after a pleasant dinner and much drinking of wine, Orcagna, 
beins^ at that time capo-maesiro of Orsanmichele, suggested as a 
subject for debate "who, after Giotto, had been the greatest 
master in painting?" No one appears to have hinted that 

* Yasari, ed. Sansoni, i., p. 593. 

' Saocusxti, tt.c, Nov. ojuxvl, iL, p. 220. 
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■it ♦ I • should hnvo ^haru^l the ialc •{ r. 

. 'r s .'f ti- f '".rto«-.*ih century, liul t-nuu: ' !:!»■ 
. . t .• iM I a • .in'lunj» criticWm, thoujih Uny in i l-j ui 
. - • . • : .'il Id ( ^ ' rvi r- 
» • • iiM' \ iiA-ntdU/, the wli- ' t that whu^ i-' • 
r<- -Itcii'l l.y tlm ttt\i.'t <•( timt.% an<i then rcim;.a* 
• ■ ... % Uc. ihc only }niiut«^r tliat can siaiirl coirtj-iiii-i-' 

V : . .-. T;..d ihu* lit intrvxlmis a yieMinix h»i«i smi-"*;.- 
!■ . : 1 ' : i'.ti' art aiul a tomkrness whi«'h foro^ba«]ows 

I • .1: 1 A ii. j. H.» I" a liak in the chain thnt 
r. M..- li'io :ih.i Ma»-;i'via From the Hfn-i.t^i--- ' 
i* i * \ .-.'i'"*! qn.liin*. fj»>iii the Sieno8*j, Siirioiv:. a». i 
I T' l; ' ih- !•• • T c'l.i'N. H" kmiieni the stcnuu'A; t*"" 
with t'l' nil!" -rt of t* c»)»!'l, v»€»ml»ining grace ii ti^^n' 

. vf"./ .'i i' Til au'* lu .leu. '•'8 of doiK>rtment. A T''«»r. r* ii 
1> • . iV- 1 . - frt»:!i his rivals at Siena only that 7. 1.: i. 

I'irt ii I . am! !•♦: li'ver siuku to meamn^le^R affect -a 

V 'i i i;. ♦'vi<i • 'My ri^ht whon he say. th.it Andrea Pis^ano 
.lii. :i.*t lc'» h'*r.^ Orsaumicholc atill eiistB t*^ confirm th 

; iS'T '•♦♦uld nyone hu more fitted to give granuvi 
\ .•*e\«iity to Mrcapia j ftyle than h«, who had snc<'t'.**?f;:!«y 
ni'd ^4Hls^•lt•nti'la^ly carrii d out the oonccptioTis of Giotto. It ' 
obviM.4 who tiu^ht hiin to ]»aint — perh.»p8 hi? broil 'T 
K..'«io, a.' Va iri »i:it'- ; h'.it evidently he combined Flnrontin' 
OTid Si- pe-^t qudhrie^, and at Santa Maria N«»vella he unitost 
♦Iran l-ivw of Flori'iitine C(im|»o.Mtion wit'* Sienese aonn 
and <<»l»mv. It vrae ndiwiu-^l in Oroaf^naV own timo* tli:\L 
v,:-.^ \h(' crTe..(t', st ]>Hiiilrr who had lived since Gioti > ; and th 

J id.Ii \v;, , incIiT\( (l tr- bclicvt* t) it jmintin;^' Jocliiiod cifi.-: 
liii; cii uih of lii.'j ina-! ", t; is was ' : ; nly of hiinstdf «'id 1 *' 
th".^<' who, like lii.n, w^ -f sf>r\ .■ ^i iU '-'i;^. > . ch^-lli i>' 
TtCi>u]>-<\ the Tii'M.'li:i^; of s^jvtviu .rlwts ai ^ai; MiiuaU). m v%hi. 
aftvi a [)U'.u-iUil (liiip..-r and iiiuo.h diiukini: of sviii-. , Ot'-'jc;' 
Injini a: iK.il lins'' fio-iii>'i'Mro of Or.-.iTiiuiclKle, .^ui^ve-^t-i.''! 
su^i';<'f r>)r .i., h:iit vviio, ai:»'r Giotto, h.id hrrw il-c -n. 
mutiiti ui paiulmg No one up^jears to have iiii.t«Hi ih • 

* VAS.\tti, «d. SaoBAni, i, p. 593. 

* Sa< rujBTTi, Nov. cuxvj., ii., p. 220. 
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Orcagna wm himself the person best entitled to election. Yet 
his name was no doubt at that time well known. He had painted 
the whole of the choir of Santa Maria Novella for the family of 
the Ricci, a chapel and altarpiece in the same church for the 
Strozzi; he had furnished, in 1357, the model of the pillars 
for Santa Maria del flora; he had been called to Orvieto in 1358 
to snpermtend the moflaica of the cathedral, and had already 
oommenoed the statues and relielB which were to complete the 
tabernacle of QrBanmichele. 

The reeofds of Santa Maria Novella are silent as to the period 
when Orcagna decorated the choir of that edifice,^ but Baldinucci 
authorises us to believe that his frescoes were damaged bj a 
atom in 1358.^ Their disfigared remains weie preserved lor 
upwards of a centuiy, until Qhirlsndaio was appointed to replace 
them bj otheis. In doing so^ he used many of the incidents 
which had already been set forth by his great predecessor. 

Equal uncertainty exists as to the date of the Last Judgment 
in the Stroszi chapel, whidi may, however, have been executed 
before the altarpiece whidi was finished in 1357. 

The Last Judgment decorates tiie wall facing the entrance, and is 
distributed so as to suit the spaces above and about the sides of the 
lancet window of the chapel. Instead of appearing in the usual glory, 
held Tip by angels, the Saviour soars in heaven, majestically wafted 
onward and half visible in the clouds, distributing blessings and curses, 
"wearing a diadem, announcing his coming by two heavenly heralds, 
whose horns sound the last call, and accompanied by four angels, 
bearing the symbols of the Passion. Below him, to the left, kneels the 
Virgin clad in white, with reverence and inspiration in her glance, and 
her arms folded on her bosom. She heads a double kneeling row of six 
apostles, whilst a similar number, on the right side of the window, is pre- 
sided over by the kneeling jBuptist, raising his arms and face in ecstasy to 
the Saviour. Beneath these tenants of the clouds there are patriarchs, 
prophi^ and prophetesses, Noah holding the srk, Moaes^ Abnhani, 
saints and martyis of the early Ghuicli, a eaidinal, kings and prinoea^ 
whose joys are symbolised stiU lower in the space by a group of female 
dancers, by whom stands a woman in prayer. In the comer of the 

' Baltmn-itcci nays tibia ooomnd in 1850, but supports his assertioii iritii no 
proof* (iv., p. 386). ' Baldinvoci, p. 386. 
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foreground, an angel assists one of the elect to rise from the grave. 
The guilty and accursed tear their clothes, gnash their teeth, and exhibit 
the most various eflfects of despair, on the side beneath the Baptist. 
Females, though in ^ony and torture, bear their suffering with feminine | 
composure. In contrast with the dancers on the left, a group of women 
on the right contemplates in silent grief the Paradise they have lost, I 
whilst in the comer of the foreground, a demon drags one of the 
aoomifid with a ooid towards Hades. 

i 

Youth combined with dignity are characteristic in the Saviour.^ i 
Kepose and contemplation are well rendered in the face of the 
Virgin, the ecstasy of a dweller of the desert in the wild features | 
of the Baptist. Grandeur and force mark the apostles as they 
sit upon the clouds majestically enveloped in their draperies, and 
holding their several aymbols, aa Peter with the keys behind 
the Virgin. The groups of crowned princes and dignifaries are 
much damaged, as well as that of the dancers beneath it, by- 
restoring ; but in the elegant form of the latter is evidently the 
original conception of the dances which charm us in the pictures 
of the Dominican of Fiesole. In the distribution of Uub 8abject« 
Orcagna perfectly obwrred the laws of compositioii, and sym- 
metiieally divided the space he had to fill. He gave an additional 
charm to the picture by making it, as it were, a moving vision. 
Nature and individuality mark ^e select ^ype of the ^ces. The 
angels, forcible in motion, are graceful and well proportioned. 
Bmarkable, however, above everything else is their foreshortened 
attitude, unscientifically rendered indeed, but as nearly correct as 
the knowledge of the age allowed. Nor is it possible to conceive 
that more should have been, at this time, attained by Stefiano or 
Giottino, even if we admit with Vasaxi tiiat these painters were 
to some extent masters of perspective. In the chdce of human 
proportion, Orcagna had a clear idea of selection, and a delicate 
sense of the beautiful life, action, grace, slendemees, and 
elasticity mark his figures, and th^ stand on the plane with 
the necessary firmness of tread. In this, and in the positive 
relation of his creations to nature, he was clearly Giottesque; 

^ The oolo'jr of the Saviour's dress and all the lower part of the freaoo trs 
ii^jared, and ooe can only speak of outlines aud general iuovem«nt of figures. 
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but he displayed the progress of his time by defining and more 
fully rendering form, without sacrifice of detail to mass. Hands, 
feet, articulations are in fit relation to the general parts, as in Giotto, 
and are yet more studied. Drapery preserves its old simplicity 
and breadth, and clothes the frame beneath it judiciously. The 
lines are simple, but firm and decisive, and display the inner 
parts. Tn colour, brilliancy is combined with softness, vigour of 
light and shade with transparence. By a massive distribution 
of chiaiOBcuro, relief and rotundity are attained in a measure 
unknown to Qiotto. The flesh tint is natural and well fused, the 
harmonieB true and pleasing. Atmosphere is not wanting, nor is 
modelling or xeliei Having tiluis prepared the way lor the 
perfection of aerial, as intuitively he had divined the results pf 
linear perspective^ Orcagna was the great representative of artistic 
progress in his time. 

To the right and left of the fresco which has given occasion to 
these ohservations are the Paradise and Infernal Regions, the first 
of which has suffered much from damp and from restoring. 

High up in the centre of the space, to the left of the entrance, the 
Saviour and the Virgin sit enthroned, the former, young, crowned, and 
"wielding the seeptre,^ the latter, in calm repose with her arms crossed 
upon her bosom.^ About and beneath them, in rows, and tinged with 
the red and azure hues of the zones of celestial light, are red warrior 
seiaphs and blue wanior cherubs, in prayer, turned towsids the presence 
of the Bedoemer, parted on eabh side of the oential heaven, on the 
douds of which the throne repoeee.* Lower down, and at eaoh'ade of 
two oential angels playmg music,^ aze the oidezs of the heavenly 
hienichy, likewiee in rows, and comprising the aposUes^ prophets, saints 
and martjn^ the latter with their emUems, and each accompanied by 
his goaidtan angelf playing instroments^ singing or pzaying. Yet lower, 
a dance of nudes and females, on a ground of douds, sepaiates rows of 
female saints, whose emblems are aecuzatdy given. In the coiner of 
the foregroand, to the rights an angd introduces a f emde into Paradise. 

^ Dressed in the blue mantle, which is mooh altered in colour. 

• The Virgin is in white, 

' The TOWS to the right haT« been seriously cbmsgsd. 

* Both of these sngds hsye repaintod mantles. 
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What remains of this great work deserves the same praise as 
the Last Judgment.^ 

The Inferno is completely repainted* and we can only guess 
from the Dantesque arrangement of "bolge," or compartments, 
what Orcagna intended to represent.^ 

These works were probably produced previous to 1354, when 
Tommaso di Rossello Strozzi ordered of Orcagna the altarpiece of 
the chapel, on condition that it should be finished in a year and 
eight months, a fact corroborated by a record of the family, in 
which it is declared that Orcagna failed to complete his contract 
in the given time> In truth, the altarpiece, as it now stands, 
bears the date of 1357. 

It conauti of five tuches nsting on a piedeUa in tlixee dhriaoDa. 
The SaYumr is enthnmed under a fed and Uiie paum fiUad with 
senphim and ch«ni1nm, giving with hla light hand the goapel to 

* The spectator muat carefully study what time and restorers have left nntonched 
before he can come to thia oondosion. The upper parts of the rows of cherubs, to 
the right, hfttf htm hmt pmum A, Thenmof aiJatiiiiiiBAdifttaifybnMath thm 
hsve been danuged bgr TCtomliiqg of tiie miMt mroainng kind. On the right-head 
foreground not a dress of the numerous saints standing on the clouds has remained 
unrepainted. On the left side, many heads are discoloured, some retouched and 
others now. The central foreground group has been so completelj ohsnged that, 
irhan 9f old poeriUy intmettng oo n temponBy likeneasee wire to be (bond, nothing 
remains but the oatUnee of loine heads. 

' According to GHinsKTi (Second Oomment in Yasabi, odL Lb Monnier, L, 

p. xxiii.), this Inferno is by Nardo. 

* The ceiling, divided, as usual, by diagonals, is adorned in the centre with the 
moB of the Sttosd, ennmd which the qmbole of the fom Xrmgeliite an dii> 

tributed. In the onuunents are emblematical figures of viitiWH and in four 

medallions in the centres of the triangles are Dominican monks, amongst which 
St. Thomas Aquinas stands pre-eminent, with fignrcs near them of Faith, Hope, 
Charity, Fortitude, Justice. The head of St. Thomas, tho all but obliterated 
figure of St Angoefcine above him, St Jerome and St Dominie (mnoh damaged 
by xeetoring), a fine St. Ambrose, and St. Gregory decorate the pilasters of the 
entrance arch, in the key of which is a painted root of the Strozzi family. The 
three principal frescoes rest on a painted cornice imitating white marble, supported 
by feigned pilasters inclosing rectangular slabs, in the centre of which are mono- 
ohrome heads in medallions. In the painted glaas of the trindow is St Thomas 
Aquinas holding a head, from which rays are projected on a model of a church in 
his hand. Time has deiuived this figure of its colour; but the design h worthy of 
Orcagna, and was doubtless his. Above the figure and the arms of the Strozzi is a 
representation, on the glass, of the Virgin and Child, likewise probably by Orcagna. 

* See the doc. in Baioiiivooi, «.«;, It*, ppw 892, S9S. 
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St. Thomas Aquinas, with his lefti the keys to St Peter. Both these 
saints kneel at his sides with two angels sounding instruments. The 

first is presented by the Virgin, at whose right stand St. Catherine and 
St. Michael ; the second by St. John the Baptist, on wliose left are 
St. Lawrence and St. Paul. In the predella are two scenes from the 
life of a saint at each side of one representing St. Peter saved from 
the waters by the Saviour. To the left is the celebration of the Mass ; 
to the right, a king dying amidst the wails of a crowd surrounding his 
bed, with a monk kneeling at one side of the foreground and an angel 
at the other weighing the soul of the departed in a balance.^ 

Here Orcagna represents the Saviour youthful and not without 
majesty, with fine features of Giottesque type. In the figure of 
St. Thomas tho noble head shows an advanced study of form. 
The draperies are grand. In the predella scenes much vivacity of 
action may be noted. The colour is clear, light, and powerful, 
yet the execution is not, on the whole, so good as that of the best- 
preserved parts in the frescoes of the siUTOunding walls, where 
Orcagna, like most of his coimtiymen, displayed all the skill of 
which he was possessed. 

Another altarpiece, combining all his qualities, hangs on the 
first pilaster to the left inside the northein front portal of Santa 
Haria del Fiore at Florence. 

It lepieeentB St Zenobios, the patron saint of the dty, msyestically 
flittuig in ea^edrd with St Cteseenzius and St Eogenins kneeling at 
bis sides.' His feet lest in soom upon the two allegoiioal Tioes of 
Pride and Gnielty.* In a medallion on the pinnade of the thione the 

^ Hw iaSOmnag inaoiptioii is on the picture: a^i j>^i mccclvii. andrras 
ClONis DE FLORENTiA ME PixxiT. At the bottoTH of the Suviour's drcss is a hol9» 
The blue mantle is retouched at the knees. The black portion of St. Thomas's 
dress ia retouched and the white part new. The colour and part of the giound and 
tlie bfeMt of 8t^ Fiol are gone. In the ontral predella cmnputmeiiti mum <tt fh« 
eobnr in the liMd of 8t Feter is gone^ and a ftw of fbs apoatiles in tlie TaHwI am 
repainted. 

' The figui^s are of life size. St. Cresccnzius bears a censer, iSt. Eugenius a 
book i Charity and Humility, as allegorical hgures, support a damask cloth behind 
SI Zenobina. The head of Oharity is mnoh damaged. St Zenobins, in episcopal*, 
bolds a crozier. 

> The first remarkable by tiie gqldem boiiit on hit bead, the aeoond anoking the 
blood of an infant. 
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Sayiour gives the blessing, and in the prodeUa are two episodes from 
the life of Sti Zenobius.^ Here, in spite of partial restoring, the 
eolonr is dear and bright. The figure of the Florentine saint is 
impofliiig and nugeetic, of weU-choaen type, and lined with seyeidy 
ample oontoma. 

A picture in the Medici chapel at Santa Croce, inscribed 1363, 
is of the same class, and represents, in four lancet niches, 
St. Ambrose, St. Jerome, St. Gregory, and St. Augustine. Above 
the pinnacles are the four symbols of the Evangelists.^ 

Of less marked resemblance with the undoubted Orcagnas, but 
in the same chapel, is a picture in three parts — a glory, St. John 
Gualbertus, and four episodes from his legend. 

The saint in the garb of a monk, holding a staff and book, fills the 
central space, above which the Saviour is represented in benediction. 

In ono of the compartments is the ordeal of fire. On the pediment 
six lozenges are filled with figures of males and females. Many oi the 
chaiactenstic features of Oicagna's style mark this piece. 

In the same chapel, to the right of the door, is a Virgin and 
Child between Pope Gregory and Job,' executed in 1365. 

Three scenes in tlio pediment are almost obliterated. This picture 
has much the character of the San Giovanni Gualberto, but is slightly 
inferior to it. The Virgin and Child are not ungraceful, and the forms 
of the draperies are fine. 

Yeiy nugestic, likewise, and much In the style of Oicagna» is a 
life-size St» llatthew, erect with the pen and book, the central 
figaxe of an altarpiece which, till 1860, hnng hi^ up in the 
chnrch of Santa Maria Nuova at Florence^ and is now in the 
refectory of the hospital of San Matteo.^ 

* In one a youth is restored to life, in the other the withered elm blooms anew. 

* * These four representations of saints now form a part of tiie altarpiece of S. Croce. 

* * NuDbend 99. Imoribed : ahno nox. Moooucr. musnn snn noiT rini 
HOC OPUS PRO ANiMA SUA. Thls plctQie If BOW In the sacristy of S. Croce. 

* Falsely assigned by some to Lorenzo di Bicci, this altarpiece is noted by 
Rich A (vii., p. 92), as in San Matteo and in the manner of Giotto. Signor Gaetano 
MUauesi informs ua, from records in the conyeut, that Mariotto di Nardo Cione 
kbonxed th«e. Th« saint man a bine tonio and led manUe. Beneath tiie sabtf s 
feet is the inscription : 8. mathaus apostolus XT svJJTOHisrA. 

* In the year 1415 Mariotto di Nardo di Cione was eommiwrioned to paint • 
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GnncUy posed and gnro in Qipmasion, Hia aatnt oecnpies a pointed 
niche, the eompaniona to which on each aide aie divided into oompait- 
ments, in which four aoanea iiom the legend of St, Matthew an 
depicted.^ One of tiiese— 4Ui encounter with two dragons — is a grand 
compoeitum of four figures of tall proportions, full of life and 
chaxaetar, and in the pure Giotteaqne style; whilst another, in which 
the son of Egippus is restored, presents to us in the reviving yonth a 
form of the finest kind as to beauty and character. In these scenes, 
indeed, we find the same power nnd aTiimation as in the predella of the 
altarpiece signed by Orcagna at the Strozzi chapel^ 

As regards execution, this picture, with the exception of its 
predella, is finished with a bold rapidity of hand and warmly 
tinged with vigorous colour. In the second chapel belonging 

piotare of S. Matteo for the hospital of 9. Hstteo. This picture Ifilanesi held to 

be identical with the pictiirc of S. Matteo formerly in thn p^allnry at the hospital 
of S. Maria Nuova, and now in the Uffizi, which Crowe and Cavalcaselle give to a 
follower of Orcagna. Signor Cavalcaselle, however, regards this San Matteo aa 
jdentical with a paotan Ontgna wis oomaobaiotted to paint for Ontmniidiele by 
the ooniala of the Arte del Cambio, and which was finished by Jaoopo Orcagna. 
He points out that it bears the device of the Arte del Cambio : in each of the 
wings of the altarpiece arc two (mdi, in which are coins on a red ground. The form 
of the picture, he argues, renders it more SQitable to be placed on a pilaster than 
over an altar. 

This picture is in one of the new rooms at the Ufflsi. It is still given tolfarfotto 

di Nardo in the official catalogue (No. 20). 

^ In the first and lowest, to the left, Christ with four apostles calls Matthew 
from his bank. An inscription has the following words: QUOHODO sanctus 
KATBjnrs BiOMsrr nx Tsunoo^ n aiounm nax OBimni. In the saeond, the 
taming of the draggna aaat by tha aoothaayar to wony 6t Matthew. Here again : 

QTJAKDO MTSERT7NT SUPER SUM 8ANCTUM MATR^IT^M DRAC0KE9. In the third 

St. Matthew restores to life the son of Egippus, King of Ethiopia. In the last 
St. Matthew is decapitated by a soldier. The inscription on these two last are : 

QvoMODo sAirorus lUTHjnm bibusoiiatit mnnc ifonTinni» qiUANDO a. KAnra 

TTJIT OCCISUS. 

' In two medallions, at each side of the central pinnacle, are angels holding 
severally a crown and a palm ; on the medallions of the sides, golden coins. The 
j^edella, representing a Cmoifizion and two scenes from the life of St* Nicolas 
of Bari, am by a fimblsr painter and in a mors modsm frame flian the rest of 
the altarpiece. Since this woilc was first published a record has been discoTered 
which proves that this altarpiece was the last work on which Orcagna was engaged. 
On August 13th, 1868, the master being reported sick, the consols of the Arte del 
Oimbio offdwed Jaoopo Orcagna to finish the St MatUMW wbkih bad bean eom- 
mMiesd by Andrsa on September Uth, 1867* for a pilastar at Orsaamicbele. Sea 
Tay. Auab., «i UK., Qroagna, 
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to the company of the Misericordia, in the cloister of the Badia 
of Florence, an altarpiece in three parts may be seen, representing 
the descent of the Holy Spirit 

TTie Virgin occupies the middle of the space, and stands, with her 
amis crossed on her bosom, in the midst of the apostles. Above 
her are the dove and two angels. This picture, inclosed in a modern 
frame, has been in part restored,^ but still reveals the hand of Orcagna. 
The colour has become a little brown, but the same hand may be traced 
in it as in the altarpiece at San Matteo, and both leaemble in style the 
Orcagna of the Stiozzi chapeL' 

The altoipieoe wbich once adoraed San Pieio Maggiore* at 
Florenoe, and ia now fthe proper^ of the Natkmal Gallery/ 
is much alteied xeatoriiig. Tbe lightness of the tempeia has 
heen destroyed, «id the heantj of the master's style cannot 
therefore be judged from it 

Vasari says that Orcagna painted the choir of Santa Msda 
Novella and the Strosii chapel in company with hb brother. 

^ The names of the apostles on the frame are new. The red mantle of St. Simon 
is damaged, and hkewiae the red drees of St. Philip. The restoration is of the 
eighteenth century, as may be gathered from the following inscription : tabttlam 

EJlXO, YXTUSTATX FKEK I>£LKTAJd TUOFBIA HAaC UAHC IN FOBUAM CAN. 

BOHsva nvt wm wujxn iAOBLU Mnomrt a.b.1. kdoovxxl 

* We may add to the list a Vision of St. Bernard in the Acadsmy of AltB at 
Florence (Sala Prima, No. 138), a feeble example, but soft iu colour. 

* In Sir Hubert Parry's collection at Highnam is A Coronation of the Virgin 
attributed to Giotto, whioh is by Audrea Orcagna. 

« Miluisd tliiiiks fhit fhii piotoM m poiatod hy Betnaido Daddi for fbo 
Cappella dell' Udienza of the Palazzo della SignorU. baa Iimiltnyirf the year 
1482 is to be found the following statement: axcora e soprahetti fkciono 

KKTTARB K KIPULIRK LA TAYOLA, FRKDKLLA X CAPP£LLA DELL' ALTAJKE CI SAX 
BKKNAROO LA QUALE XRA TULLA AVrUMlGATA S RXBA PJBB LO FUMMO DEOL* 

Dfomsi s DBU.' waaxB rata. oaAimmxMo imvo nov vbocubata: la quale 

raOTAKO rU DmNTO NKL 1835 PKR MAESTRO BERNARDO VmXTOBM, XL QUALE WU 
VIBGBFOLO Di oiOTTO. See Vasari, ed. cU., i , p. 467. 

* Nos. 569 to 578 inclusive, National Gallery, represent the Coronation of the 
Virgin and choirs of saints, nifb Bine small subjects attached. The Ko. 681 
in tiio National Gallery, TeptsieDtiiig time fignna of aaints aiiigiied to SpineOo^ 
haa aome H i a t ur es of the school of Orcagna. We may notice here an altarpiece 
assigned to Orcagna, in the palace of Meiningen, representing tbe Virgin and Child 
adored by a kneeling bishop and St Franda. On one side are St. Peter and 
St Paul ; on the other, the Anmnidatioii and Hio ChmiMitnii. Tiiiaiaaodoiibta 
pietanof thoGiottaaqiiaaciioolfbatiiotbyOfQag&a. VAiABi,ed.8anaoiiiyL,p»69S. 
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There is no trace of two hands in the chapel, and as to the 
period when the decoration was completed, it has been proved to 
date as far back as 1354. Orcagna must at that time have been 
an artist of acknowledged merit. As early as 1355 he had 
received the appointment of capo -maestro to the oratory of 
Orsanmichele, one of the great examples of mixed architecture, 
sculpture, and mosaics of the time, the tabernacle of which was 
executed from his designs.^ Without entering into a miniite 
deeeriptioii ol this monument, which has been admired not more 
than it deserves by the very best authorities in matters of art 
and of taste in most countries, it may be sufficient to remark 
that in the bas-reliefs of the basement the composition and the 
figures are characterised by the same severe style, the same 
giandenr, united to softness and elegance, which are peculiar to 
Orcagna's painted Viigins and angels. In the handling of the 
chisel Orcagna perhaps exhibited more force and energy, and was 
more imbued with the necessity of bieadth than when handling 
the brush; yet nothing can be more careful tiian the polish 
of his marUe. These seulptores surpass those of Qrcagna's 
contemporaries quite as much as the frescoes cast in the shade 
all that were produced by his rivals, and they are, without any 
doubt, the finest that were produced by an independent artist 
in the fdurteenth century. Amongst the bas-reliefe the best, and 
that which is certainly entitled to the highest praise, is one 
representing the transit of the Virgin. Nothing can be better 
than the group in which she is carried to heaven by the angels. 
The lower scene, in which the mother of the Saviour lies dead in 
presence of the apostles, is less perfect, because a certain stii&ess 
and naturalism mar the chief figure; still, the passion, the fire 
of Orcagna are here, and the noble breadth of his drapery is 
conspicuous, as in his frescoes. One may ask, after contemplating 
these masterpiecea, from whence Orcagna could have derived the 
vigour and character of his style unless horn Qiotto through 
Andrea flsanoi Were it even proved that Oreagna had another 

^ 8m the reoorda in Gate, Carteggio, i., p. 62 and foL, whicli prow timt Andrea 

was capo-maestro of Orsanmichele from February, 1355, till as late as 1359, at the 
salary of eight florins a month. See SacchetU'a poem deiccibing Oraanmicbele 
in GuALANDi, U.S., Ser. 3, p. 133 and fol. 
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master, it might still be affirmed wi^ certainty that he owed 
much to the great Fisan Giotteeqne, and that from the reliefs 
of the bronze gates and campanile at Florence he took the 
lessons which yielded fruits of surpasaiiig value in the tabernacle 
of Oraaimuffihda Oicagna'a genius is proved by his paintipg and 
seolptuie. His aoquiiements and taste in arddtecture may be 
judged from the elegant and Ug^t proportions of the stonework 
whidi snrronnds the great monument of his ddXL Even the iron 
vail which indcses the whole is a part of a grand unity. It is 
a ^tj that the oratoij should be dosed, as it thus loses mudi 
of its beauty, particularly from want of light.^ This great work 
was completed, as is shown by the inscription, in 1359«* We 
may remark an aflTectatlon of the form in the inscription, in 
which Orcagna, though perfect as a sculptor, calls hiniself 
"pictor." Yasari tells us that in his pictures he called himself 
*' sculptor," a statement not corroborated by the only inscribed 
picture tibat is known.* 

The course of tins nanative now leads us to Orvieto, where 
the cathedral was at last approaching completion, though its 
external mosaics were incomplete, and its internal paintings un- 
finuhed. The Orvietans had pressed the Florentines to grant 
them tiie services of Oroagna, and this having been unwillingly 
conceded, Andrea proceeded thither early in June, 1358. On the 
fonrteenl^ of tiiat month a contract was signed by him in 
presence of two vicars of Messer Egidio Albomoz, then the 
apostolic legate, the "seven" of the city, and the authorities of 
the cathedral, in which he agreed to serve in the triple capacity 
of a sculptor, a painter, and a mosaist for an entire year, to begin 
immediately after the completion of his labours at Orsanmichele, 
then computed to last fourteen months. It was also stipulated 

^ SmIa BiOHA, op, cU.t It p. 1, a copy of tlw origM skateh for ISbh tobaviiMitt 
pt ete m d amoogit fh« reooKdi of the Strani fkniilj. 

' ANDREAS CIOXIS PICTOIl FLORENTINUS ORATORII AUCniMAGISTRR KXTITIT 

BUJUS MCCCLix. Vasari assigns to Orcagna seven figures of virtues in the Loggia 
da' Signori, which, as ve shall see, were designed in part by Agnolo Gaddi and 
«md in part by Jaoapo di Piflro and Piero di OioTWud. 8m Baldimuooi, 
iv., pp. 844, 402; also the Zecca, or mint, erected in 1861, Yabaxi, ad. Sanaoni,!., 
p. 604. See also Gayk, CarUggio, u.t., i, p. 513. 
' Vasabi, ed. SauBoni, i., p. 607. 
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that his contract at Orvieto might be prolonged from year to 
year, subject to four months' notice, if desired by the Orvietans.* 
Having exchanged signatures to this contract, Orcagna returned 
to Florence, where he remained till February 2l8t, 1359, when he 
spent fourteen days at Orvieto with his brother Matteo, and 
carefully examined and determined how the works were to be 
carried on in his absence.^ At the end of two months, little 
remaining to be done at Orsanmichele, Orcagna reappeared 
(October 18th, 1359) with Matteo in Orvieto.^ Having taken the 
oath of service and engaged his brother to work under him at a 
fixed monthly salary,'^ he diligently conducted the erection of a 
window in the front of the cathedral.'^ But the Florentines 
would not let him rest; and as early as February, 1360, they 
recalled him to Orsanmichele, where he might have remained but 
for the importunity of the Orvietans. A letter is extant^ in which 
the Florentines, dispensing again with Orcagna's official duties, 
recommend him to the people of Orvieto, and excuse themselves 
for delaying his coming (August 3rd, 1360). But Orcagna soon 
after disagreed with the heads of the fnbhrica, and they released 
him (September 12th, 1360) from his contract/ He remained, 
however, for the time in Orvieto to complete a mosaic ordered of 
him immediately after (September 16th, 1360), for the front of 
the oathedral,^ and then withdrew, leaving Matteo to fill his 

Andrea's salary to be tfane hundred gold florins per annum in monthly 
payments of twenty-five florins. See the original "condotta" in Milane-^i'h 
extracts from Orvietan records, Oiomale Siorieo degli Archivi Toacani, iiL, p. 100 
et seq.f and Luzi, u.<., II Duomo di Orvieto. 

* All fhete doemiMiite rekling to Onagnft am to 1m taaod in ftdl in Fuiq's 
n Duomo d' OrviOo (Borne, 1891), together witli OOOM ofhois not giwn by HilMMii 
and Luzi. See Fumi, op. cit., pp. 121-125. 

' He was at Orvieto fourteen days, and the expense (one florin) for the parting 
dinner ia recorded. Vide in Dklla Yalls, Storieo, tkt,, pp. 115, 116, and 284, and 
MiLAifin, tt. 

' Della Valli, w.f., and Milanksi. * Eight florins per month. Ihid. 

* ^ MiLANXSi, U.S. It was about this time that he executed for the fa9ade the 
mosaic of the Birth of the Virgin, now in the Victoria and Albert Museum. See 
Fumi, qp. o^., p. 106. 

* Oivon in prMs in OAn, OwrUniOt L, 512, in fall in MiLAirasi, u,t. 

' MILA.NESI, U.9. 

* This document, like those previously rstoisd to, is giTSn in fUll in FuMl's II 
Duomo d* Orvieto. See pp. 125, 126. 

< Sm tbe oiigittsl oontnot in Hilahisx, «.«. 
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place, which that industrious artist seems to have done till 
August, 1367.* It had been arranged that fciir masters named 
by the Orvietans and two chosen by Orcagna should value the 
mosaic on the front of the cathedral, after its completion. Pe- 
truccio di Vanni came from Rome (February 10th, 1361) to 
perform this duty,- but his verdict is not known. Much time 
elapsed before it was settled what Orcagna was to claim for his 
work, and a year had already expired since its completion when, 
on the part of Orcagna, Ugolino, and Jacopo di Lotto on the part 
of the cathedral authorities, Matteo di Cecco of Assisi and 
Maestro Paolo di Matteo, met and made a report (September 10th, 
1362) to the effect that the colours of the stones and the paste 
had changed, that the plane of the mosaic was not level and the 
binding substance not good ; hence that the mosaic (in diameter 
eighty-one hands) was not likely to last.' In spite of this un- 
favourable report the authorities of Orvieto met on September 15th, 
1362, and ordered aL\ty florins of gold to be paid to Orcagna.* 

An interesting notice of Orcagna is that which relates to the 
facade of the cathedral of Florence. In 1356 he was appointed 
one of a commission which included Neri di Fioravante, Benci di 
Cionc, Francesco Salvetti, Taddeo Gaddi, Andrea Bonaiuti, Niccolo 
Tommasi, and Neri di Moue, to produce a design for the front 
of that edifice. The design was made, adopted, and publicly 
exhibited in October of 1357, Orcagna being also successful in 
competing for the form of pillar to be used in the decoration of 
the interior of the edifice.^ 

This is all that we find recorded of this great master except 
that he was inscribed in the guild of St. Luke at Florence aa a 
painter in 1368-9.^ 

* Dblla Yalle, Storico, p. 284. At all flvuitl, the payments to OrcagDA oease 

to be recorded. The name of Matteo di Clone appears as late as 1380 in a record of 
works executed at Orsanmicheie. See Passkbini (L.), Stabilimenti di Bene^ficema 
(8vo, Florence), p. 6S. 
> MlLAHWX, 

The stataimit may be seen in Milanibi, 

« Ibid. 

' See Cbsark Guasti in Arehiv. Storico^ Nuo?a Serie, torn. 17, pp. 138-41; 
RvicoHR, Wmdinnffai, iL, p. 118. 

* Oatb, OarUggio, iL, p. 86,m follm: **AiidvwOMiiiIV>pw 8. Miebele Biadomi- 
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In 1376 an instroment drawn up before a public notary at 
Florence was made in favour of Cristofano Ristori as tutor to 
Tessa and Romola, dauf^hters of Orcagua, by Francesca his 
widow.^ Vasari makes Orcagiia live till lo89. This is not the 
only error into which he fell. He asserts that Orcagna painted, 
in the Campo Santo of Pisa, the great frescoes of the Triumph of 
Death, the Last Judgment, and the Inferno.^ It may be necessary 
to devote a little space to the consideration of this statement. 

At the eastern extremity of the southern wall in the Campo 
Santo of Pisa, a painter of considerable talent depicted with 
surprising power the advantages of contemplative over active life, 
suggesting that, whereas in the pursuit of pleasure, and in the 
enjoyment of wealth, death invariably takes the common mortal 
by surprise; on the contrary, the lowly hermit welcomes its 
approach, and expects it without feac Various episodes illustrate 
this idea: — 

hi the foreground of a loeky landscape foimlng the left side of iSkt 
fieaco, a party of knights, hawking with ladies and aemnte and dogs, 
haye been anested by a grueaome epectade. Befote them etonda the 
hennit Macariua and three open ooffins^ the eontenta of which aie 
doahtleaa the auhject of a aemon contained in the long acioU to which 
he pomta. In the fiiat coffin liea a hody in ita ahioud, in the aecond a 
body evidently deoompoaed, in the thizd a skeleton. A anake glidea 
away in the foreground. The sudden thought of death, thus presented 
in ita moat naked form before a company hent on pleasure, affects the 
Tariona members of the hunt in diveia ways. One of the riders sits on 
a horse who snorta at the eight of the coffins and looks astoniahed. To 
his right, and nearer the spectator, a second holds his nose ; and hia 
hack, stretching its neck, looks with glaring eyes before it. This, we 
are told, is a portrait of Andrea Uguccione d^ Faggiuola. Between 

nis Orgaf^ia MCCCLXVIII." Baldinucci copies the register andglTM the data as 
1869, but see Gualandi, u.8., vi., p. 176, who gives it aa 1368. 

* The following is the entry relating to Orcagna in the Libro della Mairicola of 
Flonntine puntna: **A]iclx«aa Cionifly Tooatna Araagnolas, piotor popnU Saaoti 
MichMlia da Yioa Dominia, jiira?it at proviait dicte arti, pro quo fideinssit Nerius 
Fioravantis Tnagistcr in MCCX)LII. indictione sexta dia XX. Ottabria»" Oroagna'a 
will, too, is to be found in the Florence Arohives. 

' Sae lha original record in BoNAun, Jfam. Ined,^ p. 106. 

* TiaABi, ad. Samoni, L, ppw 6M-«^ Ohibarti aaja nothiiig of tfaia. 
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tlieee a dame looks on with timidity, whilst the knight at her aide 
boldly points at the ol^jaefei which omibb her revwrn. In rear are mm 
liden and huntsmen. The gnmp oonld hardly be more powoEfiillj | 
drihwiitml whether one ffff itr Mft i fhe hmnan or the famfte cnflHiBt 
Hie tnck upon whkh the partj ia liding leads np a atony path fl%Bd 
with tieea to a heimitage^ near which a bearded and oowled inmafte rifti 
readings whilat another atanda hj, leaning on a atal^ a third nndBK a 
tree to the left milka a goat^ and a f ooith atoopa to kok down. To flie 

of this aoene» and pnted firom it by a hig^ and barren roek, a i 
group of players, male and female, aits in an orchard, whilst capida £y 
amongst the branches. Castruccio of Looea aits with a falcon on his 
wrist listening to a lute played by a buxom dame, and a fiddle played by 
a minstrel. A female, on Castruccio's right, fondles a lapdog as she 
listens to the compliment of a knight near her. But, close at hand in 
the centre of the fresco, Death with a falchion comes sweeping through 
the air in the shape of an aged female, with dishevelled hair and 
ferocious aspect, beating space with batlike wings. In vain a troop of | 
beggars, tottering on crutches, call upon her to hasten the period of 
their earthly sufferings. Death has mown down kings and princes who 
lie pell-mell at her feet, spares the beggars, and rashes towards the groves | 
where love and pleasure liold their sway. 

Amongst the dead, some have been of virtuous lives ; an angel draws 
the soul of one of them from his mouth with intent to make it partake 
of heaven ; whilst two devils perform their less pleasing office upon 
another of the departed. Jn the aky, a legion of angels and devils 
contend in the labonr of tianafeiring aoola to heaven or the abyss. 
Hadea may be seen to the left in the distanoe^ w3h flames iasiiing tnm 
Hk, and demona feeding its infernal gull The angela all cany the oroas, 
the emblem of homan redemption, and the gionpe which they and the 
demona f oim aie fall of fam^ and eneigy. I 

Kothing is left to be desired in all this as x^garda order, 
flymmetiy, and distribution. It is, like a play, in acta and aoenee^ 
the aeqnenoe of which is caxefnlly regulated. The paits aie 
well BiiBtaiiied» and each figoie has its meaning in the scenes as 
each scene has its fit place in the dtama. Bztraoidinaiy force is | 
sometimes poshed to a ynlgar realism.^ 

* The dresBdB of the riders in the hunt are all repainted, and the same may be 
•■id of tiM eentnl spinde, many of the draperies being eitlitt imr «r ofaUteiated. 
All tmt a pert of flie hgi and wiogs of tlio flgoro of Death is npaiiited. The 
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By the side of this piece is the Last Judgment 

In the centre of it the Saviour, of gloomy and threatening aspect, 
sits enthroned in an almond-shaped glory, raising his right arm aloft, 
and jxjinting with his left to the wound in his side. On his right, the 
"Virgin in a mandorla tempers the menace of the Saviour, and looks 
down ¥dth pity at the condemned. Above, at each side, are six angels 
iManng the flymhols of the Passion; beneath theee^ and in e zow on 
each aide, the apoafeles aeated on the douda,^ St Peter to the left^ with 
diBdainful glance, holding the keys. Immediately beneath the Savionr 
and Yufpn. stands a group of four heaTen]y messengenb nugeetio and 
teiiible in aspect The first oi^^ uul 8^ with a swoid, holds np a 
scioU in each hand, and is represented with that primitiTe ansteiity and 
gnndeur which mark the figures of the eadier nuwaists and painteis. 
At his feet ft second, seated, looks ont in menace,' and two otiheis at 
lus sides, blow brazen horns. There is a striking affinity between this 
^oup of angels and that in the same situation in the Last Judgment of 
Sant' Angelo-in-Formis at Capua, a picture whichi we saw, dales as far 
back as the year 1075. But the energy which the master concentxates 
forcibly reminds us of the age of Michael Angelo. Below, on the 
Saviour's right, the army of the blessed is grouped behind St. John 
the Baptist,^ each of the happy souls looking up towards the Redeemer, 
and some in the foreground helping others to rise out of the grave. 
An angel points out to one in this condition, inscribed with the 
words "hypocrisy," the everlasting abyss to which he is consigned; 
whilst, more to the right, St. Michael directs a soul led out by its 
guardian angel to Paradise. To the Saviour's left, angels drive back 
the condemned, the mass of whom is huddled together in bold and 
varied attitude.^ 

dresses of the orchard group are all retouched, and in the sky above the trees the 
first and tliird angels are altered with modern colour. The blue sky is damaged, 
and the finrms of aagBb or demons qtoUed or rabbed away. The punted finme 
sorronnding ttie fresco has in gnat part disappeared ; but in the upper comer, to the 
left, is a half figure, in a lozenge, of Death as a skeleton with A SOVoU, whilst in th« 
next lozenge another figure of a man also carries a scroll* 
^ All the dresses of the apostles are repainted. 

* Tbis f^oze bean a scroll, the inscription upon which is oblitented. 
' This mass of figures is much damaged. 

* This portion of the fresco is so damaged hy restoring that it is no longer 
possible accurately to distinguish the figures issuing from the tomba. The angels 
are remarkable for vulgarity of features. 
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Tlie Inferno is not in the least like that of the Strozzi chapel, but 
divided into liorizontal sections, in each of "which figures undergo 
torture, Lucifer presiding in the midst. Of the four rows which 
compose this portion of the Last Judgment, the upper seems most to 
present the character of the fourteenth century. The forms of the 
nude an leasonable, the inteUigenee €i anatomy fair, and tlie oolofir is 
not without relief. The next lower low ia ruder in exeoutioii, reddiah 
in tone, flat in modeUing, and mechanical in ontlinea; and thcae 
cfaaiactezistica extend to two figures to the spectator's left of the 
Lucifer. Satan, howeyer, and all the rest of the picture, are modenv 
and prohaUy due to Saludno^ the ivstorer, whob according to Yasaxi, 
laboured hrae in 1530. 

It is proved that one Geoco or Rranoesco di Fietro, a Flsan* of 
whom there are notices at Pisa in 1370, was employed, in 1379, 
to restore the Inferno, which had been "^iled by the appren- 
tices."^ The portion due to him is probably the second drde and 
the two figures by Lucifer's side, already noticed as of inferior 
merit. The upper circle of all seems the only original one, and 
that which most resembles the best -preserved portion of the 
neighbouring frescoes. From it and from the portion of the 
subject which represents the hermit Macarius before the dead 
bodies, the primitive style of the whole must be judged. There 
is nothing to recall the paintings of Orcagna in the Strozzi 
chapel, nothing to reveal the Florentine in type, construction, or 
expression. In the faces of females the peculiar model which 
Orcagna affected is not to be traced. For the symmetrical oval of 
his beads a broad ellipse with swelling cheeks is substituted, for 
the delicate contours of his figoxes a coarse outline, for the 
finer chiselling of hand and limb a ruder workmanship, for 
drapery or dress a cast and fashion altogether different from 
his, for dignity and decorous mien, rugged but vtdg^ force. We 
need not go far to discover, in the Gampo Santo itself, works of 
the very same character. The frescoes deyoted to hermit life, 
painted by the Lorenzetti of Siena, and those assigned to 
Orcaguu, are in every respect similar. Yet Vasari would have 

' BoMAivi, u,i., lOS, and Mobrona, u.s., p. 24S. 



Digitized by Google 




^ Google 




. J, Ly Google 



zni.] XH£ LO&ENZEXXI FfiESCOES AT PISA 223 

us believe that two masters, chiefs of great but totally different 
schools, laboured here. If the question of distribution and 
composition be set aside, for doubtless there is a difference in 
this respect, it will still be found that the manner in which each 
group is presented, each character is given, is the same in the 
frescoes assigned to both masters. In Lorenzetti's anchorites we 
ahail find wild power, the austere aspect of the aolitary, an 
excessive energy ol movement The same features exactly, the 
same style of drapeiy, the same technical execution and feeling, 
mark the Macarias and the hermits assigned to Orcagna. A 
hermit at the extreme right of Lorenzetti's fresco, bent over the 
dead body of a solitary, and covering it with a shioud, or two 
figures in similar attitudes on the extreme left of the same piece, 
oompaied with the Macarius assigned to Orcagna, are marked hj 
the same pecaliaritie& Again, take the " happy " in the Paradise 
assigned to Orcagna ; examine their profiles in contrast with those 
in the picture of the Lorenzetti, snch as that of a woman on the 
extreme right tempting St Anthony, who holds his hands in 
the fire ; the same character appears in both. Examine critically 
the mode of draping, the action, the articulations; choose for a 
contrast the Saviour appearing to Anthony in the Lorenzetti fresco, 
and the Saviour and St. Peter in the so-called Orcagnas. The forms, 
the landscape, the rocky path, the tree, are everywhere the same. 
Were we to admit with Vasari that Nardo Orcagna painted the 
Inferno, we might be entitled to claim for him the whole of 
the remaining part of these wall paintings, because the only 
portion of that episode which has preserved its original character 
is exactly the same in style as the best of the Irinmph of Death. 
Yet it is impossible to reconcile this assumption with the fact 
that a Sienese, not a Florentine character, prevails. Equally 
difficult is it to admit that Oroagna's composition was used by a 
Sienese subordinate, the language, spirit^ and education of the 
artist of' the Oampo Santo being in every sense Sienese rather 
than Florentine. Who then, it may be asked, is the author of 
these so-called frescoes of Orcagna? In answer, it will be 
sufticient to recollect that, as regards composition, the Lorenzetti 
were capable of this effort. It may therefore be safely supposed 
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that the three frescoes are by the same hand, that of a Sienese.' 
We may at the same time cast a glance at the neighbouring 
pictures on the east wall, assigned to Buffalmaccu or Antonio 
Vite, and representing the Crucifixion, the Ivesurrection, and the 
Ascension, and, damaged as these are, we shall find the execution 
siniilar to that of the so-called Orcagnas, and composed evidently 
in the same Sienese style. A word, iiually, as to less important 
points. The painted frames of the three frescoes assigned 
severally to Oicagna and the Lorenzetti are by one person.' 

« 1 lainaJl Campotantc di ISta Signor Sapino, himaelf a Finn, aeeka to show 
fhftt tlMM tmom an >7 tiiA Fiiui niMtar FmuMno TMni and hb lollowwa. 
TIm «?idMiM ilMft bs addnoM in tnppoit of thii oontntimi la, it nmat ba oon- 

fessed, rery slight. There is nothing to show that Traini had the knowledge 
of the nude and the power of painting it displayed by the painter of the Last 
Judgment of the Campo Santo. There is nothing to show that Traini was able to 
addave great nMnmnfold mfAa, ffia puicl pietam in tlia galleiy at Fiaa do not 
anggeat the pnawaiion of amh powaiB. Nor do wa find in fham any display of 
brutal realism, or any exuberant expression of intense emotion such as is to be 
seen in these frescoes. The only similarities that exist between these frescoes of 
the Campo Santo and Traini's pictures are due to the fact that Traini was an 
ofliihoot of the Sieneae aohool, being a follower of Sirnona ICardnL Tha three 
frescoes of the Campo Santo— the Tritimph of Death, the Last Judgment, and the 
Anchorites of the Thebaid — are entirely characteristic of Pietro Lorenzetti and his 
followers. In liis love of obvious allegory, in the gross realism of his nudes, in his 
Tiolent emotionaUam, the artist of these frescoes is at one with the painter of the 
GmoifisioD at S. Franeaieo at Siena, and tlia Faarion freeeoea at Aaeiri. The 
Triumph of Death, like the Anohoiitaa of the Thebaid, is full of Sieuese types. 
Similar types of old men are to be met with in Pietro's predclla pictures in the 
Siena Academy and in the Aiczzo altarpiece, as well as in the representation of the 
Thebaid in the Uiii^i. Bume of the women have their counterparts in Fietro 
Lotenxetli'k Birth of tha Ifadomia in the Opera del Dnomo at Siena. The long^ 
thick neck to be found in most of the figures in these frescoes is dMnotaristic of 
Pietro Lorenzetti, who rarely drew well the attachments of the human form. The 
apparent rudeness of the execution of these frescoes ia due in part to the intervention 
of unskilled assistants — perhaps local artists trained by the Sieuese — in part to the 
inoompetenee of luoeesaiya generatioiia of reatoren* 

Signor Supino clearly shows that he has not learnt to differentiate hetween the 
styles of Arabrogio and Pietro Lorenzetti. Othen^ ise it is impossible to account for 
his introducing into a discussion of the authorship of the frescoes of the Anchorites 
a glowing description of Ambrogio'a Pau in the Palazzo Pubblico at Siena. 

* The fteaooea are painted on an intonaoo danhad over a tnUiB'irailt of turn, m 
that it is impossible to save the plaster in its fall by iron clamps as has been done 
in other parts. The only means of saving these works is to detach the intonaco 
and, instead of fixing it anew to the wall, place it on canvas and make the whole 
portable. The air will then pasa beneath and preserve the lower snrfiwa froia 
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Modern research has been rewarded by the discovery that, 
amongst the frescoes of the Campo Santo, some illustrating the 
legend of St. Eaineri are by Andrea da Firenze. It is proved 
further that this Andrea was still living after the death of 
Andrea Orcagna at Florence. These facts are conclusive to show 
that Vasari, in his usual haste, having heard that one Andrea, a 
Florentine, had painted at Pisa, and not knowing which of the 
frescoes he should assign to the person whom he confounded with 
Orcagna, chose the series of the Triumph of Death and the Last 
Judgment, careless as to whether the style or execution of these 
works should justify him in his supposition. If it be admitted 
that Pisa owes nothing to Orcagna, the statement that he painted 
in Santa Croce frescoes which were copies of those of the Campo 
Santo falls to the ground.^ The remaining works assigned to 
Andrea at Florence have disappeared in the progress of time.^ 

Nardo di Cione, or, as Vasari calls him, Bernardo Orgagna, 
occupies a large place in Andrea Orcagna's life^ if we believe, 
with Ghiberti and Vasari, that he painted frescoes in the Ricci 
and Strozzi chapels at Santa Maria Novella^ in the Cresci chapel 
at the Servi, in Sant' Appollinare, at Florence, and in the Campo 
Santo of Pisa. Unhappily there is nothing to distinguish what 
remains of all these works from those assigned, either correctly 
or the reverse, to Andrea Oroagna. And it may be that Nardo 
was never more Uian an assistant to his brother. We shall be 
confinned in this belief by the fact that pictures bearing the 
name of Bernard of Florence are assignable by their style as 

damp, the upper haying long ceased to inffer from the effects of weather. The 

method of fixing the colours, raising the intonaco and placing it ag.iin to th6 Wallf 
has already been successfully practised in the case of the Gozzoli frescoes. 

* At S. Francesco at Siena Fietro Lorenzctti painted on an intonaco daubed over 
a frameworic of cams. 

' Vasaki, ecL cit.t p. 600. 

' Those in the Cappella de' Cresci at Santa Maria de* Servi are gone (VASAnr, ed. 
Sanson!, i., p. 695), and likewise the picture of San Romeo {ibid., pp. 595, 607), — it 
represented the Anuunciation and was known to RicHA (Chiese, u.«., i., p. 258). 
Gone alao are tiie paintinga on the front of San Appollinara (iUri, 596), the 
pictures said to have been aant to Avignon {ibid,, p. 605), and that which adorned 
the chapter-house of the monastery of the Angioli {ibid,, p. 607), as well as the 
frescoes noticed by Ghiberti in Santa Croce and in San Agostino, now San Spirito 
(Ghiberti, see Com. in Vasari, ed. Le Monnier, i., p. xxiii.). 
IL— Q 
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well as by the dates, which authenticate them to an earlier 
Giottesque, of whom we have treated under his true name of 
Daddi In the meanwhile we may note, as possibly by Nardo di 
Cione, a certain number of pictures which bear the impress of 
the style without displaying the concentrated power of Andrea 
Orcagna, and of these we should single out the four doctors with 
the date of 1363 in the Medici chapel at Santa Croce.^ The 
Majesty of St. John Gualbertus, the Virgin and Child between 
St. Gregory and St. Job, of 1365,- and the Vision of St. Bernard, 
in the Florentine Academy — pictures which we have noticed as 
feeble Orcagnas on the one hand, and shall have to notice on the 
other as being in character very like the work of another pupil of 
Orcagna,* namely, Niccola TonunasL 

Amongst the painters on the council o! Santa Maria del Fiore 
in 1366 are Bernardo Pieri and Bencius Cionis> The latter is 
probably not one of Andrea's brothers. As for the Loggia de' 
Lanzi, which has heen attributed to Orcagna, it is proved clearly 
that the provision for its erection was passed by the Florentiiie 
government on the 21st of November, 1356, but that it was only 
oommenoed in 1376,^ under the direction of Bencius Gionia.* 

> See anUa, p. 212. * See a?Uea» p. 212. * PosUa, p. 231. 

* See RuMOHB, u.s., il, p. 16S. Bend ii Qkom {• iteofded in • SlMietedoeiimeiit 
of ftbont 1S66» where he gim an opinioii m to the woikt of the new Diunno. 

MiLANKSi, Doc. ddV Art, Sen. i, pp. 249-51. He was also extensively employed as 
a sculptor at the Palazzo del Poclestii of Florence, with Neri Fioravanti, Maso 
Leouis, Lippo Cursi, Niccola Martelli, Rustico CcDnis, Antonio Johannis, Paolo 
HiQ. Johumia (1845). See Lmoi Piauuvx** laotwi on the Ftdario qf Fbrmtet 
(8vo, Florence, 1858), p. 21, 

» Vide Gayi, CarteggiOf u,9., i., p. 526-8. 

° See PAflSKfilNl, u.«. 
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FRANCESCO TRAINI. NICCOLA TOMMASI 

A GENEALOGY of the family of Cione, constructed by Del 
Migliore,^ a Florentine antiquary, would lead lis to conclude 
that Mariotto di Nardo was of kindred with Orcagna and the 
Piaan family of the Iraini; and this condusion might appear to 
acquire confirmation from the statement made by Vasari that 
Francesco Traini, an able painter of Pisa, was educated in art by 
Andrea Orcagna.^ It is now pretty certain that Mariotto is not 
the son of Naido di done^' and records enable us to disprove 
completely the statement of Vasaii by ehowing that as early as 
1322 Francesco Traini was in practice as a painter at Pisa.* At 
a period of bistoiy so remote as the beginning of the fourteenth 
century it is veiy difficult to trace the progress of a first-rate 
painter, whilst the fortunes of a second-rate artist become ex- 
ceedingly obscure. Two altarpieces and a few dates are all tiiat 
have been preserved to illustrate tlie life of Traini The dates are 
derived from an old power of attorney drawn at Pisa* on tlie 
3rd of September, 1322 (Pisan reckoning), which Francesco oUm 
Traini, a painter and Pisan citizen, signed as a witness, and a 

^ MS. Del Migliore, postm. Mariotto di Nardo was registered in the guild of 
Florentiae painters in 1408 (Gualandi, u.s.,v\., p. 186). BoNAiNi, u.s., Mem. Ined., 
note 5 to pp. 6 and 7, quotes the notes of Del Migliore; yet records speak of 
nanoMOo aoi h <^ tiha Ttmd bat u fhe no of TMno. 

' See Vasari, ed. Sansoni, i., p. 610. 

* * Mariotto was the son of Nardo di Cioiie, but not of Orcagna's brother Nardo 
di Cione. No authenticated work by him remains. Information iu regard to his 
career it to be found in Sansoni's edition of Vaaari, i, pp. 610, 611. 

* * The legend that Tniiii hm a pnpil of Onegna dlei beid. It ie to be iisiuid 
in most recent accounts of the Pisan artist Tnini was a IbUoifW of Sinume 

. Martini. Artistically be was a child of Siena. 

827 
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record but a few months older, dated November 3rd, repeats the 
same names and qualifications.^ Nineteen years after the fiiat 
tecords a document of equal importance preeents Traini to us as 
a party to a contract for furnishing the banner of the Brother- 
hood the Laudi in the cathedral of Pisa.^ It is not improbable 
that pievions to this date Traini completed a picture representing 
St. Thomas Aquinaa» which is now in the church of St. Catherine 
of Pisa, whilst the companion piece of St Dominie Enthroned 
in the Pisa Museum was finished later. 

The St Thomas, oi^iinally a gable altacpieoe, was subsequently 
enlarged to a leotai^^ in whkh the Dominican is represented, 
inspired by the Saidour, Evangelists, and Greek i^iDosopheiB, 
and triumphant over heretie&' 

Tlie whole composition is characterised l)y tender serenity and l>eati- 
tude. It is like an enlarged miniature in which we see the saint 
enthroned in a halo of rays with a book in his hand. High up in the 
picture Ghxist in a mandinla sends down from his mouth to St 
Thomas's head a stream of lajs of light Thomas receives rays likewise 
from freaooes and St Patd above, and Aristotle and Plato beneath him. 
On the ground at his feet ia the pvostiato Avetrhoes. At the sides are 
the qrmbok of the EvangeUsta^ and lower down there are figures of 
aaiote, amongBt which one appears to have been renewed in order to 
re pro a en t TTrban VI. The figm»s are all drawn with a eaiefol hair 
outline, within which the forms are actually studied. Length and 
alendemeaa of ahape is characteristic. Softneaa rather than power, a 
certain sharpness of features, email hands with taper fingers, reveal in 
the artist a study of the Sienese rather than of the Florentine manner. 
Kor is this impression weakened by tlic draperies which, whilst they 
develop the parts they cover, are carried out with patient accuracy by 
the gay harmonies of the vestments, or by the absence of well-defined 
masses of liglit and shade. Here, indeed, is a marked defect of Traini. 
His picture is fiat and unrelieved, and in this he holds less to the 

^ This power and the later record, which are too long to quote, are in a book of 
copies belonging to the Pisan family of Cicri, called Origiiu e descendenzrr ddV 
antichissima famiglia di Cicrio, etc., put togetluT on the occasion of a liti|^tioil, 
and commended to us by Frofessor Fontana of Pisa. 

* GiAicpi, «.«., p. 117» quotes tiie record in question in which I^nocBco del q. 
Traini contrattta to peint (1841) the banner ci the Brotherhood of the Laudi. 

' The foreground figure, changed to repreaent Urban YL, bean a acroll inscribed 
u&BAKUs SKX risAifU, a modem addition. 
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Florentine style of Andrea Orcagna than to the yielding one of the 
Sienese school. Yet at the same time Traini is not dehcient in the 
art of distribution. His space is fairly laid out and well arranged. 

No Bignatnref no date authenticate this altarpieoe, but Yaaari 
pxaises it higUy; and finds a cham in ita "capricious" arrange- 
xnent^ Nor does he fail to notice the second production of Traini, 
which he describes as having been executed for a gentleman of 
the Cornea familj, whose remains repose in a vault of the chapel 
of St Dominic in St. Catherine of Fisa. At the base of the 
flidewings we read an inscription which confirms that tiie picture 
was painted in the days of John Coens, one of the superintendents 
of the church of Santa Maria of Pisa by I^cesco Traini, for the 
repose of the soul of Albizzo delle Statere.* 

Giovanni Coco was a lawyer who filled the office of "Elder" at 
Pisa five timee at leasts and whose will, dated 1346, is still pre- 
served.' Albizzo delle Statere was one of those wary diplomatists 
whom Pisa so frequently found herself obliged to employ at tiie 
time when she was threatened alike by the hostility of the 
Florentines and of Castruccio of Lucca. His will, dated the 
25th of January, 1336, betrays a close intimacy with the ablest 
Dominicans of his time, and one clause of it relates to the 
erection of an altar in St. Catherine of Pisa, for which a picture 
was commissioned of Traini* Original records discovered and 
printed by Signor Boiiami refer to this altarpiece, which, it seems, 
was partly finished in April, 1346, and completed in the January 
following* 

The central panel (in the Academy of Pisa) is exclusively devoted 
to the standing figure of St. Dominic grasping the book and the lily. 
The founder of the inquisition is grave in expression, with a face and 
features of a certain softness, and line regular outlines. The draperies 
sweep broadly and gracefully round the form, which may be classed 

* Vasari, ed. Sansoni, i., pp. 611, 612. 

* HOC OrUS FACTUM FUIT TEMPORE DOMINI JOHAXXIS COCI OPKRAKII OPERE 
MAJOKIS ECOLE.SLE 8AKCTS MAHIK PBO COMUNI PISANO, PRO ANIMA DOMINI ALfilSI 
Dl BTATSBIU 1»B IB . . . SUFBADIOTB, TBAHOUOnS IBAIHI PIN. 

3 BONAINI, p. 10. 

* Ibid., U.S., pp. 11, 12, and 109. 

* See also Archivio Storico dell' Arte, anno viL, fasc. i., // Trionfo tUlla Morle. 
^ For the sum of 110 litres. Bomaimi, u.s., pp. 123, 124. 
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without hesitation amongst the fine ones of tlie fourteenth century. In 
the pinnacle is the figure of the Redeemer m the act of benediction, ; 
with a itmnd-eheped head, hvoad aeioas the eheekbone, supported on a ' 
long neck, and enwveathed with hair in waving locka. The smiling type, 
thoo^ noUe and dignified, ia leas Qiotteaque than old Chiiafeian; and 
l^Runi, in this leapect^ ia mora of kindred to Sienese than the 
Florentinea. The aide panela of the altaipieoe, now in the Seminario 
of Hm, eaeh divided into four, and having donUe pinnadea in which 
are the propheta Daniel, Imaah, Jeremiah, and Eieldel, are filled with , 
acenes from the legend of St BominiG, whoae hlrth foorma the subject 
of the fint compartment. Giovanna Asa lies on a coach, attended by | 
two females. On the bed a lapdog with a lighted taper symbolises the 
mission of the newborn babe, whoae tiny frame, already dignified with 
a halo^ ie in the liands of the nursea on the foreground. One of them 
supports him in the basin, whilst a second has the clothes ready for 
him in her hand. In the next scene St. Dominic supports with both | 
hands the falling edifice of the cliurch, wliilst to the left Innocent III. i 
in pontificals sleeps, with his head on his hand, and two attendants i 
repose drowsily on the step of the bed. Next St. Paul and St. Peter, 
at the gate of the Lateran, give to the kneeling St. Dominic the staff 
and the gospel ; and in the fourth episode the saint, amidst a concourse 
of people, burns the books of heretic teachers, whilst the gospel hangs 
harmless in the fire. In the next series of four the death and resurrec- 
tion of Napoleon, nephew of Cardinal Fossanuova, are depicted. The 
relatives and friends of the youth are grouped round his body, which ' 
lies stretched on the ground. At his head a female stooping, wailing, 
and tearing her cheeks, whilst the rest are more or lees affected, and 
some ehildren peep forward more in cnrioeltj than grief. To tiie right 
the youth revives at Ihe piayer of St Dominion and is restoied to the 
cardinal, his uncle. This double composition, fall of Hvely action and 
e^foessioii, is essentially Sienese in the character of the fisoes^ in the 
movement and shape of the slender figures. The next scene is a 
reminiscence of the life of St. Dominic, who, during his stay at 
Toulouse, "quel nido d' albigesi," saved from drowning a boatload of 
pilgrims, too pious to travel by land in the country of lieretics. The 
saint hurried with two of his brethren to the water side, and, extending 
his arms towards them, spiritually attracted them to his side and to the 
safety of land. In the pilgrims we remark that Traini successfully imi* 
tatsB the appearance of persona emerging with clammy hair fxom the 
water. At the same time tenor in variooa degteea ia depicted in the 
faces. We next notice St Dominic extended horisontally in the fore- 
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ground of the picture. On his body rest two ladders, which are supported 
above by the Saviour and the Virgin, and two angels ascending carry 
between them the soul of the saint in the form of an infant to heaven. 
This ia the dream of Guala, Prior of Brescia, a prosaic subject rendered 
frith, much simplicity by Tnim. The last scene is tiiat of St. Dominic's 
banal in a chuichj witii a concomae of prelates and clergy in prayer 
around him. 

The whole of the altaipieoe, including the propheta in the 
pinnadee of the sides, is of the same character as that of 
St Thomas Aquinas. Francesco Thdni's s^le is, to sum up, 
a miztuie of the Florentine and Sienese^ the Sienese elements 
overshadowing the Moientine.^ 

Greatly to be regretted is the obscurity which surrounds the 
name of Kiccola Tommasi, of wbose painting in Sant' Antonio 
Abate at Naples some notes have been made in tiie life of Giotta 
This painter is probably the same whom Sacchetti mentions in his 
account of the debate at San Miniato upon the question of 
artistic superiority in the middle of the fourteenth century. He 
is recorded in the list of the council of Santa Maria del Fiore, 
and was one of those who contributed to the design for the front 
of that church in 1366. He is thus proved to have been the 
contemporary of Andrea Orcagna.^ More than this, he wa.s, as 
has been stated, of the first batch of artists who formed the 
guild of painters in Florence. But, most interesting of all, his 
style has many of the qualities which distinguish that of Orcagna, 
as we know by his picture dated 1371 at Naples, to which refer- 
ence has already been made. Originally a triptych, the altarpiece 
represents in its central part St. Anthony the abbot enthroned 
between saints. The style is essentially Florentine.^ The bead 

* * ThToai^toiit th«se pietuMS, as in the St llioiitM AqniiuM, Tniiii thews 

himself to be a faithful follower of Simone. 

■ See antea and Cesare Guasti in Arch. Stor., Nuova Ser., torn. 17, pp. 188-41. 
. ' Holding the gospel in bis left hand, and with the right giving the blessing. A 
dtSB above 1^ h«ad is lappnted by two angels, wbilit tt bis foot two othor oeloitial 
messengers play upon instruments, gold ground new, to the great detriment of the 
shape of the throne, the nimlms repriinted with lake, the black cloak retouched, as 
well as part of outlines. In the right wing stand St. John tlie Evangelist and 
St. Louis, on the left St. Peter and St. Francis. The figures are about half life-size 
and in s vsiy bod oondition. 
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of the principal saint is fine, the form and ciiaracLer manly. He 
wears a long white beard and is well draped in flowing vestments. 
The head of St. John Evangelist, at the right side, recalls, like the 
rest, the manner of Orcagna. Tiiis work of Niccola Tommasi is 
indeed as nearly as possible akin to the San Giovanni Gualbert^ 
and St. Ambrose and other saints in the Medici chapel at Santa 
Croce in Florence.^ It is pleasant to rescue an artist of such talent 
from the total obscurity in which he has remained 

Amongst the disciples of Orcagna, liernardo Nello di Giovanni 
Falcoiii is noted by Vasari as one whose " nimierous pictures were i 
executed for the cathedral of Pisa."^ None of these productiona | 
can now be traced ; nor is the name of Nello connected with any 
fresco except one in the series of Job, in the Campo Santo. A 
single writer assigns to him the execution of the scene in which 
Job descends from the throne to humble himself before God ;^ : 
but Morrona attirms that if Nello did anything at all to that | 
fresco he only repaired some damage caused by rain* | 

One picture, dated 1392, is said by Vasari to have illustrated 
Tommaso di Marco, another pupil of Orcagna;^ but this work, 
originally at the side of the screen in Sant' Antonio of Pisa, has 
disappeared. 

A faint shadow of the teaching of the son of Cione may be 
noticed in the feeble works of a painter of Pistoia called Giovanni 
di Bartolommeo Cristiani; but these may be dealt with smnmarily 
in a future notice of the artists of that city. 

As regards Mariotto, long held to have been the son of Nardo 
Orcagna, none of the works mentioned by Vasari are preaenred. 
What we know of him is that he was employed in Santa Eeparata 
at Florence in 1396, 1398, and 1402. In 1398 he painted an altar- 
piece for the chapel of the Virgin in Santa Beparata, and in 1402 

* ^ Ab we have already stated, the S. Giovanni Gualbwto is now in the aaeriaty of 
B. Onioe, 

^ Vasari, ed. Sanaoni, i., p. 609. 
' Totti. See Morrona, ii., p. 205. 

* Bosini staUd that Nello di Vanni executed the last of the Job series. The 
aath(»8 ham Aown tiiat t3iia ittiflt wai eatMntad by FranMieo da ToUwim. Sea 
alio SvrtJSto, R Oamfo Santo tH Ii»t Alinari, 1899, pp. 108, 164. Boaini'a atatenrnt 

in regard to Bernardo is to be taaoA in Ua S^ofiet dtlta FU^uv, lit pp. 7, 28, note 7. 

Worroxa, ii., p. 205. 

' Vaba&i, ed. Saiisoui, L, p. 609. | 
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lie made a design for one of the glass windows of the same edifice.^ 
IVIariotto is only on the roll of Florentine painters in 1408. His 
name may be found inscribed on a portion of the draperies of a 
St. Catherine, part of a glass window in the choir of San Domenico 
of Pemgia, executed in 1411 by Fra Bartolommeo di Pietro, a 
JDominican. The probabilities are that Bartolommeo worked from 
one of Mariotto's cartoons. Other notices show that Mariotto 
died in 1424.2 

^ Smkool ia Zjlrih' a JaJirhucher, iii., p. 67. 

^ Vasabi, fld. Suuoni, L, p|k 610, 611 ; wd QvAhixm, Mmari», ».#., vL, 
p. 186. 
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CHAPTER XV 

AGNOLO GADDI, CENNXNI, AND OTHERS 

TADDEO GADDI, on bis death-bed, bequeathed his practice 
to his two sons, who were left in partnership with some of 
the master's older diflciple8» in the hope that Agnolo, especiallj, 
might acquire excellence as a painter.^ We know from Cennino 
Gennini that Agiiolo was first taught by his father.' Vaeari 
attributes to both artists the adornment of Tuscan churches; 
but he devotes a chapter almost exclusively to Agnolo, whom he 
looks upon as the elder of the pair; and he only mentions 
Giovanni with an expression of regret that he should have given 
80 mudi promise yet have perished so early.* 

Time, which spared many important works of Agnolo, swept 
away all that Giovanni produced, which is the more disappointing 
because Yasari's biographical aocoont of this Gaddi is untrue, and 
Agnolo^ instead of being the teacher, was the disciple of Giovanni 
The evidence of this fact which has lecentiy been aoqnired 
deserves particular attention, because it proves tiiat whilst 
Giottino imd Andrea di Clone were the moving spirits of Italian 
art in the fourteenth century, they were supported by men of 
almost equal attainments in the peraons of Giovanni Gaddi and 
John the ''Aiehpresbyter," a man of whom, unfortunately, we 
know no pictures, but who dearly got his nickname at the same 
time as the "Archangel'' who was better known as Oroagna. 
We saw that when the ardipresbyter and Giottino^ in partnership 
with Giovanni Gaddi, worked for Urban Y. in the Yatioan in the 
summer of 1369» they directed the labour of Giovanni da Milano 

^ Yasaki, ed. Sansoui, i., p. 636. 

* H libn eUir arte, etc, td. MlLASlSl (8vo, Firenze, 1569), p. 2. 
> /Mi., p. 648. 

884 
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and other contemporary masters, but each of them also com- 
manded the service of one disciple, and Gioranni's subordinate 
was his own brother Agnolo.^ We know too little of the lives 

of Taddeo Gaddi and his children to be able to say when 
Giovanni and Agnolo were born. Vasari merely says that the 
first died early, and the second at the age oi sixty-three.^ If 
Agnolo was born in 1333, as our knowledge of the date of his 
death enables us to assume, he would have been considerably past 
thirty when he lost his father in 1366. But this can hardly be 
reconciled with what we learn of Agnolo's dependence on his elder 
brother and his professional status at Rome. 

It is evident that he can have had no share in any direct 
commissions for frescoes until his return to Florence at the close 
of 1369, though he may then have painted, as history confirms, 
at Santa Maria Maggiore, Santa Maria del Carmine, and Santa 
Maria fra Fossi. Vasari considers the Eesurrection of Lazarus 
in Santa Maria fra Fossi as the earliest of Agnolo's creations, 
remarkable for unusual examples of realism, such as the repre- 
sentation of the dead man's face with the livid marks of disease 
on it, linen stained by the corruption of death, and spectators 
holding their noses to exclude foulnesses of smell. But realism 
had all sorts of turns in Agnolo, who showed this versatility at 
the Carmine, where he represented the Virgin Mary in her 
dwelling attended by young girls in different costumes and busy 
at various occupations, such as spinning, sewing, winding, and 
weaving.^ We can only suppose that he did all this and more 
immediately on entering upon an independent practice. The 
pictures which might reveal their age by those signs which 
often enable us to H^^-ingi^i^h the earlier from the later works of 
the same artist, are no longer in existence, and this, unfortunately, 
is equally true of Santa Maria Maggiore as it is of the Fossi and 
Carmine.^ But Agnolo also covered the Bardi chapel at Santa 

^ See antea, the not« to pp. 187, 188. 

* ^ Agnolo died in 1896. See Arch, di Stato, Firenze, Begistri de* Morti Unuti 
dagli Ufficiali della Oroicia, 1890, die xvi. mensis oUobr. Angelus Tadey taddi 
(Qaddi) pietor de popvXo ^ SamcU Pidri maghrU {sic) QuarUirio SanH Jithmwif, 
MffwUm iN ieetofo 8awU Cfrucis, BdulU Ihpnintu Fortiori bteehammliu : hamHiui 
fuU. ' Vasari, ed. Sansoni, i., pp. 636, 687. 

* Vasari (L, pp. 636, 637) says that Agnolo painted a choir of angels dancing roond 
tlM throne of tbe Virgin, who nonvM the onnni (hnn Ohiisti and flM piotare wm 
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Crooe with frescoes xepresentiDg the stoiy of St LoniB, and 
ptinted single episodes m San Bmneo and Orsanmiehete, and 
these too have perished.^ The extent of the practice which these 
facts reveal might prompt us to dishelieve what Vasari tells of 
Agnolo's employment as an architect in restoring the building and 
mosaics of the baptistery of Florence, the battlements of the 
palace of the Podest^l, and the walls of San Romolo. But the 
dates of these restorations are known; and this knowledge enables 
us to curtail the list of Agnolo's operations which would other- 
wise be too large, and perhaps convey the impression that he was 
a master before he was a full-grown man* 

There is no reason to doubt that Ijetween 1370 and 1380 
Agnolo established his reputation at Florence on such good 
foundations that his claim to public employment was everywhere 
acknowledged. Orcagna had just died. He had filled the highest 
place in the esteem of his countrymen — prized alike for his skill 
as a painter, an architect, and a sculptor ; he had done master 
work in all the sister arts. No one now seemed able to wear his 
mantle, and first-rate men were wanting in every branch because 
of the great activity with which building, shaping, decorating, 
carving, and painting were carried on. The Loggia de' Lanzi and 
the cathedral were in progress, requiring skilled work from every 
sort of artistic craftsmen. Strangely enough, the sculptors of 
the time were not their own designers.' Just as Griotto furnished 

in the high alter of Suite Marl* Maggiore, for wtiUk it had bem oxdmd i& 1848, 
bf Barone Cappelli. It has b«en found that Barono died in 1848 ; he oonld hardly 

have ordered a picture from Agnolo, who was a boy at the time. But his son, 
according to Richa {Chiese, iii., p. 281), erected a monument to his memoiy in the 
church after his death, and he possibly gave Agnolo a coaunission. 
* YASAai, ed. Sanaoni, i., pp. 636, 687. 

' At the baptistery the repairs were done in 1846; San Bomolo waa rebnUt 
between 1349-56 ; the palace of the Podeata was restored in 1340. All the datea 
exclude Agnolo. See Vasahi, cd. Suuaoni, notes on pi*. G39, 640, 641, and Gayb*S 
CarUggio, L, pp. 499-602, 608 ; also VAaAKi, ed. Sansoni, i., p. 639, and Baldihucci, 
ir,, p, 848. 

** Then are reasons for believing that the works in sculp ture deaigned by 
painters are much fewer than Vasari would lead us to believe. Third -rate sculptors 
like Piero di Giovanni may have been content merely to execute the designs of 
painters; but it is scarcely likely that Andrea Pisauo, the most distingiiished 
aoolptor of hia day, whose pie-eminsnoe had been raoogniaed by his oontemporariea, 
wonM oonsant to allow his ganina to be tnnmiaUed in thia way. 
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Andrea Pisano with drawings for the reliefs of the Florentine 
campanile or the bronzes of the baptistery gate, so now Agnolo 
Gaddi, Spinello Aretino, and even Lorenzo de' Bicci, were selected 
to make the designs upon which the virtues of the Loggia de' 
Lanzi or the apostles of the front of the Florentine cathedral 
"were carved out of marble by Jacopo di Piero and Picro di 
Giovanni ; and when the sculptors had done their work, Agnolo, 
Spinello, and Bicci stepped in again and coloured the marbles 
which had been cut and polished from the models they had 
presented. 

Nothing tells of Agnolo Gaddi's relation to the artistic work 
of his time more completely than the short entries of the 
accounts of the superintendents of the Loggia de' liuizi and 
the cathedral of Santa Separata : — 

"1382. January Itk Agnolo leodyw payment lor a drawing at 
ihe Loggia. 

**1383. Payment for designs of figures. 

**1384. Augoat 12th. Payment for a drawing. These are prob- 
ably the drawings on which the leliefs of Faith and Hope weze carred 

between 1383 and 1384 by Jacopo di Piero. 

" 1386. January. Agnolo designs figures of Prudence and Charity, 
which were executed in marble by Piero di Giovanni and coloured 

by Lorenzo di Bicci between 1388 and 1391. 

" 1387. September 5th. Agnolo, employed with Spinello and 
Lorenzo di Bicci to make designs for Santa Reparata, furnishes a 
drawing of an apostle to be executed by Piero di Giovanni. 

*' 1390. March 23rd. He paints and illuminatee the marble statues 
finished for the portal of Santa Reparata by Piero di Giovanni, repre- 
senting John the Baptist and John t^e Evangelist."^ 

Very shortly after this form of Agnolo's practice began 
Cennino Cennini became his apprentice, and, as he tells us 
liimself, remained twelve years in the workroom learning the 
secrets of the profession, which were subsequently consigned to 
his treatise on painting.' 

* These records, in full, have been published in Dr. Hans Semper's Vorldv/er 
Do7iatello's, in Zahn's Jahrbii^ /iir Ktautwistmtchqft (Leipzig, 1870)i iii., 
pp. 36, 43-8, 51, 66. 

* CiHiriKO Gnmuii, TraUaio (cd. of 1669, Bvo, Fbrnue), ^ % 



Digitized by Googlc 



238 A6N0L0 OADDI, CENKIKI, AND OTHERS [gb. 



In 1387 Agnolo, who probably had long been a member of the 
corjx)ration of surgeon apothecaries, was admitted to the Guild 
of St. Luke at Florence.* Later on his practice extended to 
Prato, or rather Prato came to be one of the places in the 
vicinity of Florence in which lie had most clients. There, in 
1390, he painted frescoes for Francesco di Marco Datini, who 
employed him in company with Niccol6 Gerini and Bartolommeo 
of Florence, a fact revealed in the correspondence of Gerini, who 
wrote to Datini in January and February, 1391 (Pisan style),^ to 
press for payment.^ In August, 1392, Gerini again writes to 
Datini to say that Agnolo Gaddi would be ready to come at 
a moment's notice to Prato to value his work.* 

In 1393 we find Agnolo residing at Prato and receiving articles 
of household furniture from Datini, from which we may infer 
that the Florentine artist had come over to design and execute 
the frescoes of the Chapel of the Sacred Girdle, which are still 
shown in the Pieve of Prato, respecting which records of ex- 
penditure in 1394 are still preserved, and of which history tells 
that they were first exhibited ia 1395.'^ It is here that we tread 
upon finn historical ground in respect of Agnolo's practice, for 
here we actually find his frescoes in existence. 

There was a legend at Prato, which was traceable out of the 
gloom of the eleventh century, that the girdle of the Virgin 
Mary, which had been given to St. Thomaa^ was bequeathed by 
the apostle to one of the earliest ministers of the Christian 
religion in the Holy Land, in whose family it remained till 1096, 
when Michele de' Dagomari, of Prato, became possessed of it 
by hia marriage in Palestine. On his return to Italy Dagomari 
was accompanied by his wife, and the chest oontaining the girdle 
lay on the deck of the ship, which, so protected, made a pros* 
perous passage to Italy. Dagomari landed with his. treasure at 
Prato, then, it would seem, a port^ and earned the reHc to his 
house, where it was his custom to sleep on the lid of lihe chest 
which contained the girdle. The sacred character of this treasure 

^ GUAi.ANDi, Mem., u.s., vi., ]i. 176. 
* • That ia 1392 in the ordinary style. 

■ GUASTI (R.), La Vapptlla de' Migliorati in ProUo (8vo, Prato, 1871), p. 7. 
« ntd. • /ML 



Digitized by Google 



XV.] 



AGNOLO AT PRATO 239 



was repeatedly aflirmed by a miracle. Dagomari, who always 
went to sleep on the chest, constantly found himself on the floor 
in the morning. On his death-bed he gave the girdle to the 
church, and it was taken in a solemn procession to the Pieve. 

The l^end of the girdle having thus become part of the history 
of Prato, a chapel was built for its custody, and this was the build- 
ing which Agnolo Gaddi painted in 1394.* 

The frescoes fill the spaces at both ends of a long crntral aisle, the 
central ceilings of two tiamepts, and the vault of the arch leading into 
the building. This arch, opening at one end of the aisle, is surmounted 
internally by a fresco which represents the expulsion of Joachim from 
the templp. The ends of the transepts, to the spectator's left as he 
enters, are divided into three courses, each of which contains an episode 
of the Virgin's life. In the two lunettes, the Meeting of Joachim and 
Anna and the Birth of Mary; in the next course, the Presentation in 
the Temple and the Marriage of Joseph and Mary; in the lowest 
course, the Annunciation and the Nativity. The end of the aisle 
opposite the entrance is decorated, in the lunette, with the Coronation 
of the Virgin, and below, in a double course, with the Death of Mary, 
her Ascension, and the Gift of her Girdle to St. Thomas. The sulvjects 
derived from the legend of the girdle are painted in one of the 
fenneepto to tiie right of the principal entrance. In the hmette 
8t Thomas deliveis the girdle to one of hie disciples in one divisioii 
of the space, whilst In the other the maniage of Hichele dei Dagpinafi 
and the tiaasfer to him of the girdle are depicted. In the next course 
Dagomaii eaib in a ship towards the Italian shore, lands with his 
treasure at Ftato, and having gone to sleep on tiie Ud of the chest, 
he is tEsnafened to the floor bj two angek. In the lowest oouise the 
death of Michele and the procession of the relic are represented. In 
the last remaining lunette Agnolo represented the Saviour in the act of 
benediction; in the vault of the entrance, the twelve apostles in 
medallions ; in the triangular section of the ceiling of the first transept, 
the four doctors of the Church j and in that of the second transept, Uie 
four Evangelists. 

It is perhaps unfortunate that our knowledge of Agnolo's style 
should be based on one of the latest of his monumental paintings; 

^ See the records of the payments for the frescoes from the Archiri dell' Opera 
del Smto Cingolo in QvAsn (B.), ika, 0. 
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bat he seems to have been pretlj equal in all the apeciiiieiis 
of hiB maimer that remain to us ; and althonc^ we peroeiTe eyen 
at Ptato that he is sometimea haslgr, we oannot bat admit his 
strsngth and skill within certain lines, and throoghoat we shall 
concede to him good judgment and pietoiial tact 

In the Expidsion of Joachim, wMeh is cleverly divided into 
three episodes, the roles of composition axe applied, according 
to the lessons of Giotto, with a true balance of parts not always 
realised even by Tsddeo Oaddi. life and nature are conveyed 
in the lively movements of figares draped with appropriate 
breadth. 

In other scenes the simpHcily <tf Giotto's means, his Ineid 

display of motive, his sobriety, are to be discerned* There is no 
occasional confusion as in Taddeo, no excess of realism as in 
Giovanni da Milano, none of the naturalism which Vasari's 
narrative would lead us to expect. 

In the Meeting of Joachim and Anna the pair fall prettily into each 
other's arms, whilst in the distance Anna receives the visit of the angel. 

The Birth of the Virgin is made unusually j^lcasing hy the aflfectionate 
play of the nurse with the new-born child. Only the background and 
the nurse are ii\jured. 

There is much vivacity in the figures of the Presentation, where the 
Virgin turns her face towards her mother as she ascends the slope of 
the temple, and Anna holds out lier haiui to her daughter, Joachim 
meanwhile standing by near two kneeling women, and musicians 
playing and singing in the church porclL But here, too, the dresses, 
particularly the green one of the Virgin and that of the attendant to 
the left the high priest, are repainted, which, together with the 
letoadhing of the distance, throws the piotoie oat of focoa 

The Mairisge of the Virgin is cleverly arranged to show the opening 
of the ohoxcb, under which the priest is standing on the ri^^t side of 
the piotOze. He appeals in the poieh before which the pair are onited, 
and the bride and bridegioom are attended by appropriate gioaps of 
friends and a procesnon of women, dosed by a ooaple of tnunpetem. 
There are spectators, too, under the poroh and in the distant hooses^ 
and the flowering branch is carried by one of the suitors, whilst two 
others break the barren ones. But heie, too, there is mndh repainting 
in the blue drees of the priest^ the green and yellow of vestments 
generally, and parte of the houses and sky* 
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The Annunciation is but a variety of a very old theme. The Virgin, 
in a seat, has dropped the book in which she was reading, at the 
approach of the angel, who bends reverently before her carrying the 
Illy. The Eternal looks down from a glory of angels, and a ray comes 
to Mary the dove. There is dignity and tendemeas hi the 
OQZUsq>tion of this fresco^ on which, however, a shadow tests in the 
shape of lepointed distanoe and diesses. 

The NatiTity is foimal and somewhat poor in its hareness. The 
Yligin dtSi with the Child on her knee, in the middle of the hut 
between two angeb; Joeeph, pensive^ is on his saddle to the left; near 
luni, a shepherd bending as he enters with a lamb; another shepherd in 
a kneeling posture to the right; angels fly about and above the pent- 
house in which the ass and the ox are sheltered ; in the distance the 
shepherds receive the message from heaven. But the bad impression 
made by this picture is doubtless due, in a great measure, to new 
tinting of diesaea and gilding or repainting of halos and ornament 

Time and restorers have totally altered the cliaracter of the 
incidents depicted on the wall at the bottom of the central aisle. 
The Death and Ascension of the Virgin, the Gift of the Girdle, and 
the Coronation are almost all new. Extensively damaged likewise 
are the lunette frescoes illustrating the legend of Michele de' 
Dagomari,yet in their present state they still have some charm of 
nature and spontaneity in the action and expression of the figures. 

There is much force in the movement of St. Thomas delivering 
the girdle, and good arrangement distinguishes the composition of 
the vedding. The landing at Prato is prettily conceived, and 
a most successful episode is that of the angels taking Dagomari, 
asleep, from the chest But one of the best pictures is that 
of Dagomari giving the girdle, in a casket, to the prior of Prato, 
who has it taken in- procession to the church. Agnolo applies 
the Giotteeque maxims of composition in their finest form in the 
arrangement of thesnbject. 

The l^pe ol the Saviour in Benediction in the lunette hard by 
is the favourite one adopted hj Agnolo's contemporary, Spinello 
Aielano, a notable artist in a seeondaiy line of Giottesques who 
snoceeded in preserving the letter of the great master's maxims 
mthont regard for the progress of the time or the rise of a new 
sohooL 

II. — B 
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The other frescoes display some progress in boldness and 
freedom of drawing, coupled with more dignity, nature, and 
individuality in the figures than are to be found in the majority 
of Taddeo Gaddi's works. Immoderate slenderness is avoided ; 
grace is carefully studied. We do not meet with habitual neglect 
of detail in the drawiiif' of parts; but there is a Giottesque 
indifference to correctness in certain points, such as the parallelism 
of eyelids and lips, the droop in the corners of mouthS; the line 
furrow in tlesh. There is some coarseness, too, in the shape of 
finger-joints and fingers. Where colour is not clouded by re- 
painting the tones are bright, transparent, and light in scale, and 
the effect of this quality is enhanced by a judicious contrast 
of light and shade. On the whole, however, Agnolo Gaddi must 
be allowed to xank as a painter below Orcagna, who shows moie 
unity of power and more depth of intellect than any of his 
contemporaries. 

Agnolo Gaddi has left traces of considerable labours at Prato.^ 
In the Via dei Tintoii, a tabernacle with shutters, in which the 
Virgin is depicted amongst saints, presents all the character of 
his style. In his manner, too, is a Virgin erect, with the infant 
Saviour between saints and angels,^ in a tabernacle at the comer 
of the Strada al Ceppo and Via della PUotta. Similar tabemadee, 
much damaged by time, are to be seen in the neighbourhood. 
At Figline, three miles from the town, is one attached to a hoaae, 
belonging to the Pini hsnoly, where tiie hand of Agnolo may be 
traced with oertainlj in a Ckmception between saintSi^ a Christ In 
the act of benediction, and an Annunciation. The fresco of the 
Conception,^ thoQ^ much damaged by ei^osiiie, has not been 
retouched, and affords a fevoorable eYample of AgoMu talent in 
producing dear and bright transparent colour. The type of the 

^ Vasari nji *'he left norki eBangh in ohonliM <rf d»t knd** (ed. aaaiomi, L, 

p. 640). 

* The Magdalen and another saint, v^'ith four angels above. 

* Right and left in niches, St. John the Baptiat, St. Stephen, and St Anthony 
tli« Abbot, ptrlly oUitnatecL 

* * The antgect and arrangement of the figures may be found in a Conoeption 
under the name of Masaccio, at the Academy of Fine Arts at Florence. It is in the 
Sala Frima del Botticelli, No. 70. The picture was formerly in S. Ambrogio. It is 
an ouly work of thomaater. 
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Virgin is peculiarly graceful, that of the angel full of softness. 
The heads of the saints at the sides of the tabernacle are power- 
fully delineated, and the style generally indicates a contact with 
Spinello of Arezzo. 

We saw that Agnolo Gaddi and Spinello Aretino were often 
employed at the same duties. It is not to be supposed that they 
were strangers to each other. When Agnolo returned to Florence, 
where we have records of his presence from August, 1394, till his 
death, he no doubt had occasion to renew the relations which 
might have been broken off during his absence at Frato.^ But 
the light duty of making designs for the sculpton of the Floren- 
tine cathedral was nothing to those which Agnolo now assumed. 

In the choir of Santa Croce at Florenoe» at the request of 
Jacopo degli Alberti,^ he painted in eight frescoes the well-known 
legend of the cross, from the moment when the archangel Michael 
presents to Seth a branch of the tree of knowledge to that in 
which the Emperor Henudins enters Jemsalem. 

In the fiiBt compartmfint to the right of the entnnoe the archangel 
presentB to Seth a hranoh of the tree of knowledge ;* whilst on the 
foiegionnd Adam lies dead, and Seth, in the pnaenee of his vehtiTei, 
plants the fannoh upon the tomh. Next appeals the Queen of Sheha 
kneeling with her soite bj the pool, at tiie opposite side of which car- 
penteis aie at work, striying to foahion the wood of the trae. Fuzfher 
on the wood is sunk in the pool by oider of Solomon. In the fourth 
compartment the Empieaa Helen kneels witii two dames behind her in 
the midst of her guard, whilst the cioas is taken up by three peiaons, 
and a sick youth rises in bed healed by its virtue. On the ngh^ again, 
the cross is elected by a number of men before the Empress. On the 
left side of the choir the subject is continued, the angel appearing to 
Heraclius being represented in the third fresco. In the foiurth the 
decapitation of Chosroes is depicted; and Hemdins entera Jenualem 
carrying the cross on his slioulders. 

In the right-hand corner of this fresco, near a gate, says? Vasari, is a 
portrait of Agnolo Gaddi painted by himself, in a red hood, and with a 
small pointed beard, according to the fashion of the time.^ This figure 

^ See records of Agnolo's employmeiit at hia old wmk of dwlgnfag for Santa 

Eeparata in Semper, JahrhUdier, n.s., liL, 66. 

' Vasari, ed, iSansoni, i., p. 637, &adJ&ICHA, Chiese, i., p. 295. 

* liie angel is newly repainted. * Vasa&i, ed, eit., i., p. 646. 
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still exists, and may be seen near the Emperor Heraclius in the place 
mentioned by Vasan. Though a little younger than the likeness given 
by the Aretine in his lives, the features are tlie same in both, and the 
appearance of Agnolo is that of a man of fifty or fifty-five. Between 
the windows of the choir are figures of saints, and above them angels 
and ornaments. In the painted frames of the frescoes are lozenges 
containing saints. In six triangular compartments of the ceiling are 
St Fiancia, eiect in an almond-shaped glory, St John the Baptist erect, 
inth the cion in his left hand, and giving a Uassing, and the lour 
Erangelisti likewiia enet wiUi fheir aymholBi all on a gioond of Uue 
■todded tdth ttaia. On the amfaoe of the pilaatexe supporting the a»sh 
of the choir then are fignzee of aainta and prophetB» some of them hat 
▼eiy feoently deaied of lapeipoeed whitewash, and in poor condition 
on 

The impression made by these decorative paintings is imposing. 
Something still remains of a gay and lively colour. The composi- 
tions are often overcrowded, but many figures, especially those in 
the ceiling, are remarkable for grandeur, and beauty of character 
and features. The draperies have a marked breadth of fold. 
Agnolo shows that he was a perfect decorator, that he knew the 
value of distance and of scales of harmony for the production of 
effect. Breadth and certainty of hand reveal the experienced 
artist. But, in the words of Vasari, " the work is that of a prac- 
tised hand, but poor designer." The drawing is bad ; and in these 
frescoes Agnolo brings out into broad light defects which are not 
seriously noticeable in those of Prato. Still less than those of 
Prato will the frescoes of the Albert! chapel bear close inspection. 
But, on the other hand, colour will charm by its brUliancy, and 
varied costumes give interest to the figures. Neither better nor 
worse than these frescoes is the Virgin and Child between St. 
Augustine and St, Peter, in a lunette inside the door leading from, 
the church to the convent of San Spirito at Florence. Of equal 
value is the altarpiece of the church of San Paiicrazio, now in the 
Academy of Arts at Florence,^ in which Agnolo represents the 
Virgin and Child in a glory of graceful angels, between saints of 

* ^ Sale del Maestri Toscani, Sala Prima, No, 127. The imaaiag panel of the 
Spoealizio ptaaed into the hands of a dealer in 1813. 
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broad, square build.^ The Virgin, though vulgar in face, is graceful 
in action. Above these figures are fourteen half saints in niches, 
and below, seven scenes from the life of the Madonna, or rather 
six, for that which occupied the space beneath the figure of the 
Baptist is gone. These compositions begin with the Expulsion of 
Joachim from the Temple^ and, being small, display, as Vasari 
truly remarks, better qiuilities than usual.^ They are bold and 
tastefully arranged miniatures, of soft, clear colour.* A Virgin 
and Child between saints in the Chiostro Verde of Santa Maria 
Novella is much in the character of that which of old hung in 
San Pancrazio, but less interesting, because the surface has been 
flayed, and the flesh tints are reduced to the primitive prepara- 
tion. In the CappeUa Castellani at Santa Oioce a double ceiling, 
decorated with the four Evangelists and four doctors of the 
church, displays much the style ol Agnolo as it may be found in 
the frescoes of the choir of the same church. But of this moze 
shall be said presently, when treating of the painter Stamina 
The fifteenth chapel of the church of San Spirito contains an 
altarpiece of four figures in the same style, and a similar one 
with the Virgin and Child assigned to Giotto is in th^ gallery of 
Berlin.^ By Agnolo, also, are a Virgin and Child, with saints, in 
the gallery of Prato,^ and a couple of saints with incidents from 
their legend, as predellas, once in the Ifetq^ colleotion at 
Horanoa Inferior to Agnolo's works in exeontion, but displaying 
evident e£fbrts at imitation of bis style, is a Coronation of the 
Tiigin, assigned to Ugolino of Siena» formerly in Santa Maria 
Novella, now in the Academy of Arts at Florence.* One hardly 
nndeistands how Vasari conld attribute to the patriarch ol 
Sienese paintera a picture so evidently by an imitator of Agnolo 
Gaddi 

* mie EvangeliBt, whose mantle haa kat Its ooloor, 68. Nereo^ Atiieraiio^ and 

John the Baptist, whose red mantle is also obliterated, Arohilleo and Bepanta, 
Both the St. Johns are turned towards the Virgin, and the Baptist has tli'^ character 
and draperies of that by Agnolo in the ceiling of the Alberti chapel. S. Aeforata 
in a diadem holds a banner. * Yasaui, ed. Sansoni, i., p. 639. 

* The tones seem to liave aaaomed this to&y hue ainoe the diaappaaranoe of 
colouring glazes. 

* * No. 1040. This pictore is now given to Agnolo in the official catalogue. 

^ The saints are S3b Francis, Bartholomew, Catherine of Alexandria, and the 
Evangelist. * * Sale del Beato Angelioo, Sala IL, No. 274. 
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About 1390 the suporin ten dents of the cathedral of Florence 
were called upon to sanction the erection of a monument to Piero 
Farnese, a captain to whom the Florentines were grateful for 
services done at Pisa.^ Before they had given effect to this 
resolution a similiar sanction was required by the governors 
of the city for the erection of a monument to the English 
eoodottiere, John Hawkwood.^ On the 29th of November, 1395, 
the cperai of Santa Reparata met and resolved that the two 
moniunents should be erected as required, but that previous to 
theee being taken in hand and placed between the two portals of 
the cathedral facing the Via de' Cassetai, the " sepultures " should 
be designed by good men and exhibited in the church for the 
judgment of the publio. It is not unlikely that the exhibition 
took place. The designs were entrusted by a resolution of the 
2nd of December to Agnolo Gaddi and Ginliano d'Arrigo detto 
FeseUa But the monuments were never catiied ont^ for there is 
no femoe of that in honour of Farnese at the ^aee mentioned, 
and the monument to Hawkwood vras only painted by Paolo 
UooeUo in 1436 « 

One of the latest works npon which Agnolo Gaddi is known 
to have been bui^ at Florence is an altarpieee oommissioned in 
1394 for the chuxch of San Miniato al Monte. The records 
whioh teU of payments in instalments for this picture in 1394 
and 1395 also prove that Agnolo did not live to receive the full 
price for it^ wldoh was paid to his then surviving brother, Zandbi 
Qaddi, in 1396.* The subject of the picture is not mentioned in 
the records, but we recognise the hand of Agnolo in a cusped 
altarpiece in the tribune of San Miniato, where the patron saint 
is represented in majesty and almost of life size in a central 
panel, and eight small panels at the sides contain episodes from 
hislifa 

Formerly in the possession of Dr. Garibaldi, at Genoa, were three 
panels, in one of which the Yiipn is depicted with the Child, and 

> BAU>iinroci, Optre, v., p. 198. * la 1894 (Oati, Oartegjio, i., p. 586). 

* See iMOfds in Bujaxuoat, Opere, v., p. 198 ; BiiDiB, M»Mi0r, ua, iiL, 

pp. 48, 86 ; and annot. to Vasari, ed. Sansoni, ii., p. 212. 

* The records are in O. F. BjtRTi, Ctnni Stonco-QrUid di Sta^ Mimaio (8to, 
Florence, 1660), p. 166. 
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seated on a throne in front of a golden cloth carpet At the Y irgin's 
ftet are two angels a side kneeling, two with flowers, two playing 
viol and cyther. Side panels, probably from the same altarpiece, 
contain St. (Jatlierine and St. John the Baptist with a, cross, 
and St. Helen and the Evangelist; and in rounds above, the 
angel and Virgin Annunciate. All the figures are half life-size, 
those of the side panels being on gold ground. At the base of 
the central panel are remnants of an inscription with the date 
of 1379. The style of these pieces ia Giotteaquei and they are 
probably by Agnolo Gaddi.^ 

Agnolo was married, and his widow is known to have lived till 
1404. He died at Florence on the 16tii of October, 1396, and was 
buried in Santa Croce.' 

Fea, who deeeribed with more indnstry than erittcal aeomen the 
basilica of Aflsisi, pretends to have discovered in that edifice a 
Grocifizion with the nsnal figures of Mary and the EvangeUst^ by 
Giovanni Gaddi Of all the frescoes or pictores of the sanctoaiy, 
not one presents the character of the time or of the manner of 
Agnolo GaddL' According to the same authority, the fresco of 
the Massacre of the Innocents^ in the aouih transept of the Lower 
Church of Assisi, is by Oiacomo Gaddi We saw that this fresco, 
assigned by Bumohr to Giovanni da Milano, and in these pages to 
Giotto, could not possihly have been painted by any of the pupils 
of TsddBf} Gaddi 

In Venice, and in the states of the republic ^then Ihddeo had 
a branch of his mercantile house, and where, according to Yasari, 
Agnolo spent some of his time, there are very few traces of their 
art, and it would appear that they devoted themselves specially to 
trade. The only painting in Venice which displays the style of 
the Gaddi is a pediment now attached to an altarpiece by Antonio 
and Giovanni da Murano, in the chapel of S. Terasio of San 

^ Theinsorfpfcioii raasao: . . . vo dAl Moooucmni. aym mabia qmaxia . . . 

* Tbia pieton in» at the shop of a Gtnoeae dealer in September, 1903. 
The three putbi mn united in one freme. Hie piotoro was in Tery good 

oondition. 

* MiuLNKsi (G. and C), in their edition of Cennini'i TraUato dtUa Ptffura, 
p. X. 

* Fba, BoMaitctd'Aititit in note to Va«abi, ed. Suwoii, i,p. 648, n. 2. 
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Z^ooum, with a half figuie of St Stephen and thm someiriiat 
damaged eoeiiM bran Us life at eadi aidei^ 

Chief amongst Agnolo's pupils are Antonio of Femia and 
Cennino di Diea Cennini The latter was bom at Golle di Val 
d'£l8a, and is better known as the author of a treatise on painting 
than as a painter.^ 

The only fresco which Vasari could assign to him was one 
representing the Virgin and Saints, at one time in the portico of 
the hospital of San Giovanni LattisLa at Florence, an edifice 
erected after 1376 l»y l>onifazio Lupi, Marquis of Soragna, to 
whom Padua owed some of her monuments. It is said that this 
work of art, which was sawn away aud transferred to another 
place in 1787, is identical with that which is now preserved on 
canvas in the hospital of Santa Maria Nuova at Florence. It is 
diilicult to judge of a piece which has been reduced to a mere 
fragment representing the Virgin enthroned giving the breast to 
the infant Christ. A modem inscription containing the painter's 
name is not calculated to convince us of the genuineness of a 
fresco all but ruined hy accident and repainting.' 

That Bouifazio Lupi was a patron of Cennino seems likely from 
the fact that the painter spent the greater part of his life in 
Padua, where he married Donna Ricca della Ricca, born in the 
neighbouring \illage of Cittadella. There are records which prove 
the existence of Cennino and his wife in Padua in 1398, and his 
acquaintance with Francesco da Carrara, for whom he may have 
performed artistic labours. It is not improbable that he left 
Florence in 1396, after the death of Agnolo Gaddi, and remained 
in Lombardy till his death, his name being absent from the roll of 
Florentine painters. No pictorial creations of his are now known 

* Then ii alw • niMiio »t 8. Olovwiiii e Fiolo ftt Yeoiee, npntnitiiig m doge 

and liis wire attended three patron saints ; the Virgin and Evangelist kneeling 
in front of the CNM OB whioh Chriat ia arooified. The titbit is veiy like tbtX of 
Agnolob 

* * The beefc Engliah edition of this hook ii Ifo. Huxnmsili'^ 2%e Book of 
thoAHof Cemdhio Onmkd (Laadon, O. Allen, 1899). Un, HsBUHOBAM'a notes 

on " Mediseval Art Methods" are of great value. For the life and works o Cennino 
himself, students may oomult Uoo NoJU'fl Delia vita « detto open di Ootmino 
Cennini (Siena, 1692). 

* On thebfliaeof theftigmentiranBd: ourmifo pi dua omNtin oqlui db 

YAL D'SLBA raOl A FBI800. 



Digitized by Google 



CENNINO CENNINI 



249 



in Padua; but if his style should be sought anywhere in that 
city, one might suggest the Saloue as a place where Giottesque 
character is traceable. ^ 

The only frescoes which might seem entitled to attention in 
connection with the author of the treatise on painting,- are a 
series representing scenes from the life of the Kedeemer and the 
finding of the cross, in the Compagnia della Croce di Gionio at 
Volterra, a church contiguous to that of San Francesco, and built 
in 1315, as appears from an inscription on marble within it, by 
Mone Fidicigi for the repose of the soul of her brother Marcuccio. 
Amongst the subjects represented on the walls is the Massacre of 
the Innocents, beneath which an inscription may still be read to 
this effect, that the painting was ordered in the year 1410, of 
** Cienni di Francesco di Ser Cienni " of Florence, but that the 
four Evangelists were nob his, having been executed by Jaoopo da 
i'irenze.^ 

The painter of these frescoes is a Florentine, whose manner is 
certainly derived from Agnolo Gaddi. The frescoes are like 
miniatures of those at Santa Croce. The same composition, f eatures^ 

> See Gftttfenio and Carlo Hilaneai'a edition of Omvim, when two reeoida 

of 1898 are given in full (Pi-eface), and it is suggested that the treatise was written 
at Padua, not in the Stinche at Florence, inasmuch as the reference to the execution 
of one of the MS. of the TrcMato in the Stinche it probably due to a copyist, and 
not to Comina 

* * On a pilaster at the entranoe to one of the ohapeli of S. Lnoeheae in Poggi> 

bonsi, a chapel decorated by Giovanni di Scr Segna in the latter half of the 
fourteenth century, is the following inscription in verae, already quoted in the 
chapter on Taddeo Gaddi :— 

JAM CUKISTI PKOL£S MILLEMUM DUXJB&AT ANNUM 

mo TBaanrmnnc QVAin bis ouic sioni ooto 

DHOHIUBQTO GHUOK fBMOa UQUnUT XQ1708 

C0LLENSI8 PATRIA, CUMTU KXTBSM17M DBDISTl 

HUIC OP£RI FIKKM UICOIiUNSU QUOD NUMIKA SKBVEXT. 

The inscription states that the frescoes were finished in the month of Xoyember, 
1888, and seems to imply that the artist was from Colle. The frescoes on the face 
of fho arch dS the chapel are by a Giofctesque painter, and may be by Cennino. It 
is helioved tiuit tlie tnaaom ftmer^yeiiatiiig in thitohapdiiira by Taddeo Gaddi 
To Cennino Cenninl, it is snmiiwd, «u entnited tadc of tht deeora- 

tion of the chapel. 

' NXL MCCCCX ALOOHKRONO QUK8TI DELLA COMPAQNIA TUXTX QUX8TJS STO&IX A 

onron in nAHOMoo bx tta oxnmx da vuimsb, Mamo qvatbo x^Airaium : 

SOHO DI JAOOPO DA TIBmiA. 
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head-dresses, and costumes may be found repeated; but the 
Volterraii frescoes, though gay iu colour and revealing a certain 
force, are by an inferior hand, imitating the manner of the last of 
the Gaddi, and they remind us of inferior work such as might 
have been done by Neri di Bicci, or Parri Spinelli. As Cennino 
Cennini, according to Vasari, was the son of Francesco, there is 
present cause for rejecting the identity of the two artists. It may 
be that Cenni di Francesco is the painter whose name appears in 
the register of the Florentine guild of St Luke, in 1415.^ Be 
the truth in this respect what it may, the Cenni of Volterra may 
be traced in other Italian cities. In the ex-church of San Lorenzo 
at San Gimignaiio,- a vault, now used as a cellar, contains vestiges 
of paintings in the same style, and it is still possible to trace a 
Last Judgment in which figures of the Bedeemer, the Virgin, and 
the apostles are visible. A Gruoifizion in this manner with four 
saintB at the foot ol the ero68 maj be seen in the Oratorio di San 
Lorenzo in the same dtj, and a Yiigin and Child in the PretoriOi 
falsely assigned to Lippo MemmL The list may be further 
swelled by a Iresoo of St. Francis with St. Clare, angels and alle- 
gorical figures, in a niche within the first chapel to the right in 
the church of the ex-convent of San Francesco at Castel Fioren- 
tino.^ All these pieces are evidently by the same anther. 

The gallery of the Uffizi recently acquired at the sale of the 
Toscanelli collection a picture of the Yiigin seated with the 
infant Saviour in benediction on her knee, attended by St John 
and a female saint with a palm, on one side, and St Peter with 
the book and keys^ and St Maxgaiet with a cross on the other. 
This pictDie bears the name of Cenni d'Andrea, and the date of 
1408. Wbatevef may be thought of the genuineness of the 
inscription, the stiyle is that ol an imitator of the manner of 
Lorenzo Monaco.* 

The name of Cenni is suggested by a picture in the Academy of 

^ GuALAKDi, ifm., vi., p. 179. 

* Now ft frivftte lioaia, Utdy Mongiiig to S^irara Titton YeoohL 

* ' On fh« liglit of the door ii • Tdidtj, • fine irork iriiidi ravMla ^ faflnamw 

of Orcagna. 

* * Uiiizi, No. 42. On the basement of the altarpiece are the words : A.i). 
MOOooYiii. and beneath the date : onrve ds andU cenni mk pinxit. 
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Arts at Florence bearing a mutilated date which points to the 
early part of the fifteenth century. The subject is the Coronation 
of the Virgin, with a large attendance of saints of both sexes. 
The figures are executed in the same manner as those in the 
oratory of the Croce di Giorno at Volterra, yet it may be that 
the Coronation instead of being by Cenni is by one of his 
contemporaries, an artist named Tlosselli, of whom nothing was 
known hitherto except that he was companion to Bicci di Lorenzo 
in the painting of twelve apoatlea executed for the f'ioreutine 
cathedral in 1433.^ 

The style of Rosselli may now be studied in a picture formerly 
in the Toscanelli collection, which bears his name and the date of 
1439. It represents the same subject as the picture of the 
Academy of Arts above noted, viz. the Coronation of the Virgin, 
hut without the attendance of saints. Behind the throne on 
which the Saviour and Mary are seated, two angels support a 
curtain; above, God the Father holds Uie oross on which the 
Bedeemer is crucified ; at the sides are two angels in prayer; on a 
pinnacle, the half length of a prophet. Eosselli'a full name is 
, . . us Eosselli Jaocpo Franchi. His figures axe slender and 
graceful, his drapery natural in fold, his colour a little gaudy. 
He seems to be a disciple of Agnolo Gaddi,^ and is probably the 
painter of the Coronation of the Florentine Academy, and a 
Virgin and Child between St. Francis, the Baptist, the Magdalen, 
and St Matthew, formerly assigned to the ''school <^ Giotto," in the 
conidor of the Uffizi' EosseUi's name is not on the roll of Floren- 
tine painters, from which the sheet headed " B " is misBing. But it 
haa been found in lecorda of the fifteenth century at Slorenoe. In 
1445 he painted jointiiy with Ventura di More in the oratory of 
the Bigallo^ and Ventura di Moro is registered in the guild of 

^ G. Milanesi in Vasari, ed. Sanson!, IL, p. 67. 

Florence Academy, Sala Prima, No. 142, iiiacribed: al nome sia yh£sus, 
QVISTA TATOLA WU FATA A Ol ZZ7 DI OBTAIO KCOOGZX . . . . ■ NS BXMIDIO BU 

AHUfA DI CHI KA 7ATA FARE. 

• The Coronation of tho Toscanelli collection passed into the hands of Mr. C. F. 
Murray. It is a small panel with diminutive figures on gold ground. One of the 
angels snpporting the onitain is all bat obliterated. There are other little blemishes 
doe to soaUng^ and the Saviour's Mae mantle is repainted. Hm iasoription rons as 

Mows: . . . T8 BOBBELU lAOOK IBANOHI A.Dk ZZT. VL Omit. ASQ. 1489. 
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painters in the year 1416.* There are payments in favour of 
Ventura at the Bigallo in May, 1446, other payments to him and 
Rosselli for a picture of St. Peter Martyr on the facade of the 
Bigallo, in August of the same year. The remains of this picture, 
a fragment of fresco in bad condition, shows some qualities as 
regards composition and form. The drapery is good, the colour 
brif'ht. It is, on the whole, a better work of art than the 
Coronation, and but for records and inscriptions we should possibly 
not assign the two pieces to the same hand, yet it must be so; and 
we can only suppose that the joint work of Boaaelli and Yentora 
was better than that of Kosselli alone. 

To these examples of the art of Agnolo Gk^ldi's time we may 
add othen, in which a fair imitation of his style is displayed, and 
the namea of inferior artists at (he oloee of the fourteenth oentniy 
in fiorenoe are revealed. 

appean on the register of the gnild of St Lnke at 
Fknenee in the year 1857. His name la inaeiibed : FDOOioa amoiriB 
florhitinub pinzit boo onra on a pietnie npieeenting the Tiij^n and 
Child between St OmpbaSm, St Lauienoei St JaniM» and St Baitholo- 
meW| in the Academy of Florence (Sale dei Maestri Tosoani, Sala Prima, 
No. 180). Paocio's style is that of an imitator of Agnolo GaddL His 
picture was onoe in San Matteo in Aroetri, near floienoe, and is much 

injured. 

Matteo Pacini is another artist of the same calibre who appeare in the 
book of the painters' guild in 1374. But he must have been in other 

guilds previously, as we have a triptych by him representing the 
Coronation of the Virgin, with St. Peter and St. Paul on the inside of 
the wings, and St. John the Baptist and St. Martin on the outside, 
inscribed: anno domini 1360 matbus Pacini mk pinxit adi 20 ns 
MARZO. This altarpiece, lately belonging to the brotliers Corvisieri in 
Rome, is by a very humble imitator of Agnolo Gaddi ; yet the style is 
superior still to that of the Giottesque remains of frescoes in the choir 
of San Sisto at Rome, in which we still distinguish the Descent of the 
Holy Spirit, a Presentation in the Temple, and St. Dominic, St. 
Anthony, St. John the Baptist, and St. Paul in pointed niches below 
the subject piotorea. 

A Coronation of the Virgin, attended by nnmetoua aaintB and angels, 

* See Passzbini (L.), on the Bigallo, in Curiositd. 3t(nie0'artistiche ^fiortntinet 
and the Boll of Flon&tiBe F^tata in Qvalaxdi, u.m,, tL 
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on panel, witih pjntmdes ooataming Christ on tixe ciobb between balf 
lengtlu ol angels, in the ozatoiy of San Gioruni di YaMelBB, looks as if 
it might have been exeonted by the same hand as the teooes of San 
Si&to or somo other dose imitator of Agnolo Gaddi. 

Pacino Bonagoida is also a follower of Agnolo Gaddi He is author of 
a Crndfizion in the Blorantine Academy (Sale del Maestri Toscani, Sala 
Texza, Na 9) fonnerly in the ehuzch of 8. Fitenie, Florence, inscribed: 

BTMON FRmnB & VLOB. . . Fia . . PIVGL H . . OF . . A PAOINO BONAGUIDK* 

ANNO DOMnri MOOOX. . . The picture may owe some part of its feebleness 
to age and retouching. We may attribute to the same hand a Virgin 
and Child between St. Francis, St. Bartholomew, St. Catherine of 
Alexandria, and St. John the Baptist in the galieiy ol Piato. 
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SPIN£LLO AND HIS DISCIPLES 

CONTEMPORARY with Agnolo Gaddi in the Florentine 
school, Spinello of Arezzo successfully held a place amongst 
the paintera who preserved the traditions of the Giottesque art 
in the second half of the fourteenth century. According to 
Yasari, he was of an old GhiheUine family ; but records prove 
that his father s name was Luca and his uncle a goldsmith at 
Arezzo. It is not known where he took lessons from Jacopo del 
Casentino, whom he acknowledged as his master, nor is it certain 
at what time he was apprenticed.^ The date of his birth is 
obscure, but his style is Florentine, and shows acquaintance with 
the models of Jacopo del Casentino and Daddi; whilst he con- 
trasts with both by rugged energy as a designer and varied 
power as a coloorist and manipnlator. His skill may be judged 
from numerous pictorial works at San Miniato, outside Horence, 
the Campo Santo of Fisa» and the public pahioe of Siena. He 
was lees successful in altarpieces and pictures than in wall 
paintings; but in this he shared a pecnliaiity ccnnmon to most 
Florentines. Taking his iresooes as a guide, we can see that he 
possessed GHotto's nuudms of composition, which he enUyened 
with the gay tinting and occasional exaggeration of the masteis 
of Siena. His figures are always remarkable lor energy, stem 
character, or boldness of attitude; but though true in moyement 
and expression, they are often ddfective in proportions. Details 
of the human frame, as well as of the extremities and articula- 
tions, are suggested rather than fully displayed. 

^ See Yasari, ed. Sanson!, i., p. 677. In the inscriptions of Spinello's pictures, 
and in the records reepeoting him, he is c&lled Spinello Luce, which confirms 
Vutri'i •totement tlimfe Us Iktiur^s name was Lnoa. 
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The drawing is bold, sweeping, and loose; the drapery broad 
and flowing; the contrast of light and shadow massive; the 
colour is variegated and often gaudy. Spinello, in fact, is a 
clever decorator, inferior to Agnolo Gaddi as a draughtsman, but 
more spirited than other Florentines of the fourteenth century. 

Were it not almost certain that the fresco in the lunette above 
the portal of the old Fraternity of the Misericordia at Arezzo is 
due to Jacopo del Casentino,^ it should be assigned to Spinello's 
earliest and feeblest time. So little, however, of Spinello's works 
at Arezzo has been preserved, and so few dates are recorded 
in his life by Vasari, that it is difficult to follow his progress. 
We may presume that he proceeded witli Jacopo del Casentino to 
Florence, where he painted, about 1348, the choir of Santa Maria 
Mat^giore,- two chapels in the Carmine.^ one in Santa Trinity, and 
three altarpieces for the church of Sant* Apostolo, the church 
of Santa Lucia di Bardi, and the chapel of the Peruzzi in Santa 
Croce.* Bottari notes that the frescoes in Santa Maria Maggiore, 
painted in dead colour, were going to ruin.^ They are lost to 
the present generation, like those of the Carmine, Santa Lucia, 
and Santa Croce. 

Recalled to Arezzo by numerous patrons, Spinello painted, in 
1361, the picture of the high altar in the abbey of the Camal- 
doles in Casentino ;^ and between that date and 1384, when, 
after the sack of the town, he took refuge in Florence/ he 
completed numerous frescoes and altarpieces.^ With success, 

* * The frescoes in this chapel were not painted by Spindlo^ bat \lf hit ton 
Filippo. See Bicha, Chiese Fioreniine^ vol. iii., p. 282. 

* At the Carmine, says Yahari, he painted the chapel of SS. Jacopo and 
(Horanni Evangelista, when the wife of Zebedee aaka Ohriit to give seats in 
FmdiBe to hsr sons, when Zebedee, James, and John leftVtt tiieir nets ; in another 
diai>el, scenes from the lilb<^ the Virgin (ed. Sansoni, i., p. 679). 

* Vasari (i., p. 680) says, with reference to the choir of Santa Maria Maggiore, 
that Spinello painted it for Barone Cappelli ; but this is probably an error, as the 
patronage of ^ high altar was only obtained by Barone's son in 1848 (vicfe Kioha, 
liL, p. 882). 

* Bottari, in notes to YiSABi, ed. Le Honnier, ii., p. 186. 

* Vasari, ed. Sansoni, i., p. 688. ' Ibid., i., p. 689. 

^ In the Duomo Vecchio and the Pieve pp. 680, 681) ; in S. Lauren tino, 
tile Compagnia ddla Knnsiala, SS. Uaroo, Oinstino, Lorenao, and other places 
(ifruC, p. 
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and not withoat grace, lie dewgned the Anwinoiatioii <m an altar 
to the light inride the portal of San lYanoeeoo of Areaa^ Kear 
thia pictnve, which a reatoier haa aomewhat damaged, he painted 
freacoea on the wall between the chapel and the belfry, traces 
of which have reoentlj been reoorered from whitewash — a ^gm 
of a bishop and of <me carrying an infant atill revealing hia 
at^le.' In the bellroom of the same church Spindlo depicted 
acenea from the legend of the axdumgel Michael, moat of which 
are greatly i^joied. In one of tihe Innettee the Saviour, 
enthroned amongst angels, orders St Michael to expel from 
his throne the rebel Lndfer and his angds. Beneath thia the 
archangel, poised on the dragon, is seen in the act of striking 
him; whilst on each side angels and demons straggle for the 
masterx— ft futastie medkj <2 cdeatial wanicis and evil spirita 
in the forms of serpenta Here we find the connterpart of the 
frescoee in the Compagma di Sent' Angelo at Arezzo, decorated 
with the same subjects by SpineUo, but since obliterated, with 
the exception of the head of an archangel' and parts of the 
figures of six angels transferred to canvas, which were lately 
in the collection of Sir H. Layard.* Though in bad condition, 
these frescoes still have the spirit and character of the master. 

The Annunciation, in a tabernacle outside the church of the 
Annunziata, rivals in feeling and grace, as well as in beauty of 
composition, that of San Francesco. The calm attitude of the 
Virgin is not less good than the lithesome action of the angeL* 

' In the chapel of Messer Giuliano Baccio (Vasari, cd. Sansoni, i., p. 681). 
The compositiun is arranged with taste, the angel graceful and pleasing. 

* Yamuu (L, p. 081) moitioiiis ttmb, and beiides, paintings in fh* OftppdU dfl* 
Marzuppini wiprminfiBig Fofit Hoomiiui' oonftniiiag llw ralct of fhe Order of 
St Francis. 

* Vasari, i., p. 692. Another of the sides of the bellroom, cut in two by the 
wall of a passage leading from the church to the sacristy, contains remains of a 
fr«MO lepw s Mi ting fhsTliieo of aroliAagal to Popo Chngptjon the Hole of Hadiian 
at Rome, which has since been called front this nincle fho OuUe of 8t Aagelo^ 
and scenes from the life of St. Egidins. 

* It was Boniface IV. who, in 610, erected the chapel of S. Angelo inter Nubes 
to commemorate Gregory's vision of the Destroying Angel sheathing hia aword. 
But the nuM of 8. Angelo wm not legolarly applied to the oaetle for oeotwiM 
after this event. 

* * The fragments of this fresco from the church of S. Maria degU Aitgeli mio 
presented to the National Gallery by Sir Henry Layard in 1886. 

* The Virgin aita with a book, Gabriel on one knee vrith arms onaaed on his 
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Spinello's bold ease of hand and lively colour, his breadth of 
distribution, his power in giving ready motion to figures without 
any special accuracy of drawing, his ability in casting drapery, 
are illustrated in San Domenico of Arezzo, where an altar to the 
left of the portal is decorated with the majestic erect forms of 
St. James and St. Philip between side panels representing scenes 
from the lives of these saints.^ 

Vasari justly praises another of Spinello's frescoes in Arezzo, a 
tabernacle above the door leading into the Compagnia della 
Misericordia. The colossal Trinity depicted there, although re- 
painted in its lower half, is worthy of attention. The head of 
the Eternal, of a fine and powerful type, a well-proportioned 
figure of the Kedeemer, of deep feeling, impart to the whole 
subject a certain grandeur, whilst the general effect is heightened 
hy vigorous colour.* 

A Yiigin between St James and St^ Anthony, assigned to the 
master in the company of the Purraciuoli at Arezzo, bears the 
date of 1377, and might prove, if the fresco be authentic, that 
Spinello was still at the time in his native city.' 

According to a tradition which has survived to the present 
day, his shop was situated near the Via Sacra at the coiner of 

breast Tho Spirit of the Holy Ghost and the form of the infant Saviour descend 
u if from the Etmial In the Itmette above, now obliterated. 

A Virgin giving the breast to the infant Saviour (half figures), known as the 
Madunna del Latte and executed for the churcli of San Stcfiino fnor d'Arezio, ia 
now in San Bernardo, where of old were other works by vSpinrllo (Vasart, ed. 
Sansoni, i., pp. 684, 685). On the fo^^ade of the ex-hospital of Spirito Santo he 
painted the D eo ee n t of the Holy Spirit, three loeiieB from the legend of St. Ooemo 
and St. Damisn, and a Noli me Tmgan, of which the temtins are now all bat 
- obliterated. 

* Vasari, ed. Sansoni, i., j). 686. The scenes from tlie life of St. James on the 
left, those from the life of St. Philip on the right. Some of the heads in these 
have been iijined bj retonohing* Two loenee from the life of St. Catherine are 

above the rest, 

° The frescoes have been detached from the wall and tranafiuxed to the town 

gallery (Sala I., 15). 

Four angels supporting the Trinity have also been ii\jured, as well as St Peter, 
St Oofmoj and St Dtmian in the vaolting. 

* Thie work has been much repainted. 

' Vasari (ed. Sansoni, i., p. 686) mentions, as by Spinello, an Annunciation in 
the Comp. de' Purraciuoli. He ntisdates the frescoes of the Virgin and saints, 
which be describes as executed in 1367. 
II,— B 
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the Via della ToUetta. A room is shown on the ground floor of 
a house on that site, in which a half-figure of a Virgin annunciate 
is preserved on a wall, with a winged Saviour above and to the 
right of it, l>oth figures displaying truly the style of the master. 

Spinello was employed at Florence by an Aretine, Don Jacopo, 
general of the congregation of Monte Oliveto, to paint for the 
church of that name at Chiiisi an altarpiece, illustrating the lives 
and martyrdom of various saints. The central panel was supposed 
to have perished, but is now said to be in the collection of 
Mr. Harry Quilter, in London, and to represent the Madonna 
enthroned.^ A gable and wings are still in the gallery of Siena,* 
the wings hn\ ing since adorned the gallery of Herr Ramboux at 
Cologne, and finally found their way in part into the National 
Gallery at resth.* On the pediment is the date of mccclxxx. and 
the names of the carver and gilder,* two different persons in 
that age — that of Spinello the painter being absent His signa- 
ture, however, may have been on the central panel, as Vasari 
completes the inscription, adding that the date was 1385. The 
fragments of predella and pinnacle at Siena have all the breadth 
of Spinello^ and are much injnred, but are not difiGarent in this 
from the other panels of the aexioB. little more than two years 
after this the sacristy, a lofty square chamher on the south side of 
the choir of San Miniato al Monte, near Florence, was completed 
in accordance with the last will of Nerozzo degli Alberti; and 
Don Jacopo d'Arezzo, for whom Spinello had akeadj executed 

^ Exhibited at the Dudley Gallery in January, 1896. Not ieen by ths anthor. 

* This picture is now in Mr. Quilter's possession. It is l>y Spinello. 

*' Siena Gallery. The fragment of jio'linient is in the Sala Scconda, No. 70; 
that of the pumacie is in the same Sala, No. 64. The subject of the predella is 
the Death and T^aniit, that of tiie pinnade the CSoronatioii of the Virgin. 

* ^ Pesth National Gallery, No. 86, St Nemesius and St. John the Baptist, with 
predella containing the Decapitation of the former and Herod's Feast, and Isaiah 
in the gable point. The following fragmenta mcntiondl liy the authors are not 
now exhibited : — St. Benedict and St. Lucilla with a ]>rcdclla on which are the 
Death of 8t Benedict and the Deoapitation of St LveiUa; an apostle with a book ; 
a saint in monkish dress. 

The apostles, St. Philip holding a book and St. James with staff ami book, 
remained at Cologne, and are in the WalrafT Museum. 

* lUanm * SIMON • CIKI • DS • FLOKEKTI.V ■ IMALIAVIT • UAiUtlKLLUS • 
■ARACSNI - DB • flXNIB • AURAVIT • XCCCUCXX. ..." 
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the altarpiece of Monte Oliveto, ordered of the artist the frescoes 
of the walls on which he represented the legend of St Benedict^ 
In the delineation of these subjects Spinello showed his usual 
vigour and skill, and surpassed himself in the last scene of all, 
in which St. Benedict is seen on his couch, bewailed by brethren in 
various degrees of affliction, in a composition of a grand and 
decorous order. He was, indeed, more than usually successful in 
the drawing, proportion, and detail of this fresco. His draperies are 
broad, and in spite of the injuries of time, much of his trans- 
parent colour and peculiar dexterity of hand remain. Some of 
the frescoes of the series are not faultless in distribution; they 
betray casual neglect and carelessness ; yet in general they show 
80 much life and energy, and are so fairly eostained by general 
laws of composition, vigcnir of character, and bold facility of 
handling, that the total impression IB grand. To Spinello's assis- 
tant, Kiccol6 di Fietro Gerini, the compaiatively feeble evangelists 
in the ceiling may be assigned, as they are not unlike the works 
of that master and his son Lorenzo, which shall he presently 
noticed. 

SpineUo's increasing fame now attracted the notice of Parasone 
Orasso, who, after exhausting the illustrations of San Kaineri, 
now bethought him of two other saints whose lives and miracles 
might fitly adorn the still vacant spaces of the Fisan Gampo 
Santo. Spinello was accordingly commissioned, in 1391,' to paint 
on the Bonth wall, by the side of the mirades of St. Baineri, 
those of the St Ephesus and St Potitos. 

The legend relates that Ephesus was promoted by Diocletian to a 
high command; but that after he had braced on his annour, and was 
ready to start against the Chiistiaiis, the Saviour appeared to warn him 

^ Yasari, ed. Sansoni, i., p. 688b By the will of Ncrozzo, dated 1377, we bavo 
the exact periwi when these frescoes were commissioned of Spinello. They were 
still unfinished on June 11th, 1387. Vide Ceimi Storici di 8. Miniato, U.S., p. 156. 

In the month of February, 1390 (Pisan style), some part of tliese frescoes 
were already finiabed. In PiLBASOKB Gba880*b Idbro H Jfemorte, already refwred 
to, is the following entry : — " 1890. Spinello di Lucha d'Aresso dipintore lo quale 
dipingie in chapo santo de dare a di prime di ferraio 1390 fiorini x d' oro li quali li 
prestai soprascritto di in fiorini nuovi e in grossi — lire 35, soldL" This book is in 
the Archivio at Pisa. The account books for the previous year are missing. 
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against the enterprise. Ephesus turned accordingly against the pagans 
of Sardinia, receiving as he ^v^ls about to spring into the saddle a 
banner of Victory hlazoned with the arms of Pisa from the hands of 
the archangel Micliael, who rode with him in tlie subsequent fight with 
the host of his angels, and who ensured a decisive victory. Appearing 
afterwards before the praetor of Sardinia, he was sentenced to the 
stake; and only escaped by prayer from the flames, to peiiah im> 
BMcUatolj aftonraids \^ tlw iwoid of the ezeeolioiier. Theee incidento 
an depicted in thne parts of the upper ooones of the wall at tike 
Gsmpo Sento^ whilst in three parts of the lower an scenes from the 
life of St Potitns, which have disappeand witii the exception of the 
DecapitatioD, and the carriage of the saint's body to Alexandria. In, 
the first compartment of the upper course nothing remains hut frag- 
ments of the fresco of the saint befon Diodetian and the appearanoe 
of the Saviour^ to St Ephesus ; in the second the Lord appears to the 
left the saint kneeling in the midst of his officers. He receives on 
horseback the banner from the archangel, .tnd finally the battle is 
represented. In the third the saint is brought befon the prsstor of 
Sardinia, and taken to the stake ; the flames sh^ the execntioners, and 
£phesiis is decapitated. 

In snoli stirring scenes as these Spinello's art is efifective, and 
even where the form of the oompositions is partly oUiterated, his 
power and boldness are apparent. In the battle scene, and where 
the soldierB of the guard fall back from the flamea which spare 
the saint, there is a hold action and foreahortemng worthy of 
admiiatian. Nor has Spinello been so ezdosiTely attentive to 
expressing passion in the heads of combatants and guards but 
that in the face of Ephesus he can show the influence of tenderer 
feelings. The fragments of the Campo Santo are, however, most 
advantageous to Spinello, as they prove that he had the Giottesque , 
quality of bright and traiispareiiL colour, which is indeed far 
more apparent in this series than in the neighbouring one of the 
sorrows of Job so long assigned to Giotto. 

According to the records of the Campo Santo, Spinello received 
from Parasone and his successor, Como de Calmulis, 150 florins of 
gold for the three freficoes of St. Ephesus, and 120 florins for the i 

* WboM ferm is now oUittnted. 
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three frescoes of St. Potitus, and the whole series was completed 
in March, 1392 (Pisan style).* 

From Pisa Spinello probably proceeded to Florence, where, in 
1400 and 1401, he is known to have painted altarpieces for Santa 
Croce and Santa Felicitii; but he had resolved to spend his old 
apfe at Arezzo, and it is probable that about this time he finished 
the Fall of the Angels in the Compagnia di Sant' Angelo, to which 
we have already seen our attention drawn. But so far from 
dying of fright of his own picture of Lucifer, as Vasari states, 
he listened to the overtures of Caterino Corsino, operaio of Santa 
Maria of Siena, to come and paint there,^ and in answer to a letter 
from him replied, in September, 1404, that he was ready to come.^ 

Spanello amyed on the Ist of Ootoher, engaging to aerre for a year 
at Siena in any work of the Dnomo which nic^ft he entrusted to him. 
Hia son Gaspane, hettei known aa Ftoi, accompanied him. They weie 
installed in the house of Domenico di Kiecolb^ and they lahonxed 
together till the end of the sommer of 1405> Of the works in the 
Duomo nothing has been pieserved, yet seven months of labour at the 
rate of eleven and a half florina a month mi^^t have had a result 
worthy of remembrance.* 

Spinello on his return to Florence painted for Leone Accaiuc^ the 
chapel of that name in San NiccoI6, and other portions of the same 
edifice,' incorporated later into Santa Maria Novella. In the present 
Farmacia a room, called "Stanza dello Acque," is still decorated with 
Spinello's frescoes of scenes from the Passion, the greater part of which 
are concealed by medicine bottles and shelves® — work of hasty execution, 
inferior to that of 1407 at Siena, and betraying the extensive em- 
ployment of pupils.^ More correspondence between Spinello and the 

> i«. 1391. See the originals copied in Furster'b BeitrSgt, «.«., {k 118, Spindli 
is there called " dim Luce," or the son of the late Lucas. 

* Vasaei, ed. Sausoui, i, p. 692. The "condotto" or contract of Calerino 
Covaino is dated the 20tii of August, 1404 (Milanesi, J)oe, An., ii., p. 18). 

* Tsssii's sUny is sdminbly told. 

' MiLAXESi, Boc. Sou, U.S., ii., p. 19. 

■* See the original record in Milanesi, Doc, Sen., ii., p. 19, * Ibid. 

* * The shelves and bottles have been removed and the frescoes restored. The 
entranoe to the Farmacia is in the Yis deUa floala (No. 12a). 

' Two inscriptions in Bicha (ilL, pp. 94, 95) prove that these frescoes of San 

Niccolo were finished in 1 105, and Vasari errs in the date of 1334 because he found 
that in that year Dardano Accaiuoli causeJ the chapel to be built. The painting? 
were commissioned by Leone in 1405 (Yasabi, ed. Sansoui, i., p. 678.) 
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Sienese in April, 1406, without results. In June, however (1407 old 
atyle), he signed a new contract, and in March, 1407-8, returned to his 
old quarters at Siena with i'urri, to execute the frescoes of the Sala di 
Balla in the public palace, in coi\junction with Martino di Bartolommeo, 
who decorated the ceiling and framework with festoons and allegorical 
fignree of little yilue. Hen SpiaeDo Uliutnited in aizteen puts the 
aniiimted atoiy ot the Yenetian campaign against Frederick Barbaroasa, 
inteieatiiv to the Sienese from the share which kgendaiy history 
assigns in it to Bolando Bandinelli, promoted to the pontificate under 
the name of Alexander IIL* Ezeeated with great dexterity and 
freedom, and more than nsoally succ essfu l in composition, these frescoes 
are the best that remain to ns of Spinella The whole ol two 
rectangular rooms, communicating with each other by an arching, are 
coYcred with a double coune of paintings, the upper stripe of which is 
distributed into twelve lunettes. In the lower course the space above 
the doorway is entirely taken up by a fresco representing the naval 
battle in which Otho, the son of the Emperor Barbarossa, is captured 
with his fleet by the Doge Ziani. On the same course, to the right of 
the spectator as he enters, the Doge is depicted receiving the sword, 
Barliarossa suing for ])eace before tlio Pope in the cathedral of San 
Marco, and the Pope is led in triumph at Venice, riding on a palfrey 
with the reins held by Barbarossa and Ziani. In the twelve lunettes 
beginning above the door and counting from left to right of eacli of 
the two cubes of the chapel, we have: (1) the Pope running away in 
the dresd of a monk, (2) receiving a prinOe who kneels before him, 
(3) the Pope's Cfjronation, (4) Barbarossa present at tlie coronation of 
the anti-pope, (5) Pope Alexander a fugitive at the Carila of Venice, 
and (6) the Pope receiving a measenger in tlie presence of the Emperor. 
The lunettes of the second cube comprise : (7) Pope Alexander giving 
his blessing to a bishop, (8) the Pope at Mass, (9) Otho kneeling before 
the Pope, (10) Barbarossa doing homage to the Pontiff, (11) the Pope 
in council witii his cardinals, (12) the burning of the anti-pope. The 
least damaged of these frescoes is that of Ziani before Alexander, the 
most animated and hest ananged that of the Pope on a charger led by 
Barbarossa ; and the figures on horseback, as well as the horses them- 
selves, are fine and fairly in motion. Though all the scenes an not 
equally well distributed, and the defective form and perspective of the 
architecture give a certain obliquity to the horisontal planes^ still the 

^ MiLAN£Si, Doc, Sen.f ii., pp. 20 and 83. The subjects were Uraced for Spiaelli 
by one Bettas Benedict!. 
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genenl impwoum is IftYoiiiafale, because of tiie exooaAv^ speed and 
boldnev of tho exeeation, a oompeiatiTely fair fanadth of light and 
"bade, gay, TigoiouSi and tianspaient colcnir, sweeping diapeiy, and a 
geneial aspect of life and motion. The deooiatiTe nnitj of the whole 
is eifeetim But then is still much to reproYO in the diawing of the 
hands, feet^ and articulations, and in that of many short and stunted 
figures. Colour seems to have been obtained by simple means ; first ol 
all by systematic rapidity of hand, and then by the use of white 
undeigiounds for the high lights, wanned up by transparent glazes. 
The share of Parri in these labours is evidently secondary. 

Th(? latest record respecting Spinello at Siena is of the 11th of July, 
1408,^ after which perhaps he retired to Arezzo, where he died on the 
14th of March, 1410,* leaving behind Parri to follow the profession of a 
painter.^ Several pictures by Spinello have been preserved. One, a 
Madonna amongst saints and angels in the Academy of Arts* at 
Florence, originally painted for Sant' Andrea of T.ucca, is interesting for 
the inscription : opus pinxit spinbllus luck AiiiTiO. D. i. a. 1391. It is 
a damaged, feebly executed production. 

A banner painted on both sides for tlio Brotherhood of San Sepolcro, 
lately in the collection of the Marchcse Ranghiasci, at Gubbio, has all the 
character of the master, and is one of the best examples in private hands. 
On one face is the Flagellation ; on the other the Magdalen, enthroned 
amidst a glory of eight angels playing instruments^ hotds in her right 
the ointment and in her kft a crucifiz. Four brotheia of the fiatemity 
kneel in paiis below; the whole inclosed in painted axchiteeture adorned 
with medallions of saints.* 

Three figures of the Baptist^ the Evangelist and 8t James the elder, 
all but life m, oqginally in the hospital church of San Giovanni e 
Niocol6 at Florence, are now in the National Galleiy, and have been 
mentioned as illustrating the school of Orcsgna.^ 

^ MiLANEsi, Doc. Sen., il, p. 33. • Tatola, A^ab», tka 

' Vasari, ed. Sansoni, i., p. 693. 

* Sala Prima, No. 128. The Virgin enthroned, guarded by angels between 
St FlanUnni, St. John the Baptist, 8t Andraw, ud 8t Katthew. Tlw two angels 
to the left of tiM Yiigin aro gone, thoee to the right ife in idotatkm. 

' Of these, vestiges only remain. 

* Purchased from the Ugo Baldi collection and now No. 681 of the National 
Gallery Catalogue. Wood, 6 feet 2 inches high hy 5 feet As examples of pictures 
wfaioh are not by Spinello the following may be registered t a Tabemaole exhibited 
at Uanoheeter by Q. S. H. Vernon, Eaq., icp. (No. 27 in the Catalogue of the 
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As a final example of Spinello, and a proof of the manner in 
which he allowed hia aeaiatanta to diaie the honoura of publicity 
with him, we maj notice an altai|nece in three compartments, 
formerly in the monasteiy of Santa Felicity at Florence, and now 
in the Academy of Arts^ of which records show that it was 
ordered in 1395 of Kicool6 di Pietro, Spinello, and Lorenzo di 
Nioool6. It would seem that the centre, representing the 
Coronation of the Virgin, was painted by Lorenzo di Niccol6; 
the side to the right by Niccol6 di Pietro, father of Lorenzo; 
and the side to the left by Spinello.^ But for the records it 
would be dillicult to assign to each of these men his share m 
the entire work. That of Spinello is undoubtedly beneath his 
usual powers, and in harmony with the third-rate talent exhibited 
by Lorenzo and Niccol6. These, however, were artists extensively 
employed in their time, though unknown or neglected by Vasari. 
Of Niccolo di Pietro we have accounts which show that he was 
the son of one Pietro Gerini, and settled, as early as 1380, at 
Florence.2 He was engaged at Prato in company with Agnolo 
Gaddi in 1391 on works of an extensive kind for Francesco di 
Marco Uatini.* At Pisa in 1492 he was employed to decorate 
the chapter-house of the Franciscans, and from Pisa we find him 
in the summer of that year writing to Datini to be careful of a 
paint-box and tools which he had left on the scaffoldings in San 
Francesco of Prata^ This very convent was subsequently the 

Manchester Exhibition), by some master of the close of the fourteenth century. The 
AdoimtioB ofOhrirt and Oirotundaicm (Na 1,102), the Lut Sapper (No. 1,108), and 
the Annunciation (No. 1,111), all assigned to the master in the Berlin Chllery. 

* Of the pictures at Berlin only the Last Supper (No. 1,108) is now ascribed to 
Spinello. In Thorwaldsen's Museum at Copenhagen is a predella (No. 2) of the 
school of Spinello. The subjects are, the Crucifixion, the Betrayal, and the Eesurroc- 
tioii. The Oradfixion sttribnted to Spinello et the National Gallery (No. 1,468) 
is given to Daddi by the authors. See aiUea, p. 179. 

* Florence Academy, Sala Prima, No. 129. Vule annot. to Vasari, ii., p. 197 ; 
and Gate, CarUg^io, ii., p. 433. Side to right, St. Peter, St. John the Evangelist, 
St. James, and St. Benedict. Side to left, St. John the Baptist, St. Matthew, 
and St Felieita. Pediment, aiz aainti] beneatii tiie prinetpal paiid the mida: 

Q1JB8TA TAVOLA VIOB VARB BL CAPITOLO COVXKTO DSL MOKAmtBIO St MHOlA 
FELICITA D£ DAKABI BEL DETTO MONASXHUO, AL 1X100 DZLLA BAIOHA LOBVNIA 

DE' MOZZI in AKNO DOMINI M.CCCG.I. 

* Oatb, Carteggio, ii., p. 433. 

* GvAsn, Xd cojtpeUa MigHmAi in Pruto (8to, Fkntoi 1871), p. 7. * IHi. 



Digitized by Google 



NICCOLO DI PISTBO OESOm 

* 



266 



scene of Niccol6 Gerini's labours. Here ho painted, after 1394, a 
Flagellation, an Ascension, an Annunciation, St. Francis, and God 
the Father, which have perished;^ here the chapter house, of 
which we shall have to speak. He lived at this time^ it would 
seem, at Prato, and kept a workshop there with his son Lorenzo. 
He painted a crucifix for Francesco Datini in 1395, and adorned a 
chapel in the Duomo with frescoes.^ His return to Florence is 
proved by the records which illustrate the altarpiece of 1401 at 
■the Academy of Florence, and his residence there till later in the 
century is proved by the rolls of the painters' guild, which rc^ster 
his name in 1414.' The earliest and most important of Niccolu's 
works is the series of frescoes in the ex-chapter-house of San 
Bonaventura at San Francesco at Pisa. His name may be found 
on a bracket above the entrance door.* 

On the sides of the entrance are St. I^urence and St. John the 
Baptist; on the entrance wall to the left, Judas selling himself; on 
the kfi aide of the duptei^ouaei the Duft Supper, the Wsahing of the 
ApostkB* Feet^ Christ on the Mount of Olives, and the Gaptuie. On 
the dde opposite the door, the Flagellation, Christ canying his Ctobb^ 
the Crucifixion, the Deposition, and the Burial; on tiie aide to the 
rights the Bfiflurrection, Noli me Tangera^ and Aaoennon; on the wall 
of the door to the right, the Descent of the Holy Spirit 

There are now but fragments of Judas selling himself ; and of 
the frescoes on the wall to the left, hardly anything remains. The 
Flagellation, the Carriage of the Cross, and the Crucifixion itself 
are in an equally bad state, and the Deposition is partly iigured 

1 im. * Ibid, 

' GuALAN'nr, Memorie, vi,, p. 186. There are further records of Niccol6'3 exist- 
ence in the archives of Prato. He and four other Florentine painters decorated 
the front of the Palazzo del Ceppo about 1411. Three years before (1408) he painted 
ft fresoo of St Fnnoia In San FiaoMioo of Fteto. Sea Oakiaho OVAsn's MmarU 
delV imagine e dtUtt ckkta H Jf. V» del Soeoono (Pntto, 1871X PP» ^ and 56. 

* As follo«a:~ Kicolaus 

• t . . TK, PITOR 
DB FLOaiMT. 

• • • • 12^3 • • • 
UCCCI ..... 

or aa oopjad liy LxaiKio : nicolaus fetri fictor de florentia depinsit an. d. 
McccLXXXxii. DF. M Aii (Tav. II. of Raccolta de* liUun amliieh$ intogliote da J*aolo 
Jjosinio de$ignaU da Giitsejape Eoasi, Pisa, 1820.) 
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by abrasion or the fall of the phuster; but in this last composition 
enough remains to justify an opinion as to the talent of the 
painter. A group of long slender figures of a weak character 
represents the l\farvs about the yirf^in and the Yirfriii lierself. 
Their long thin necks and small china, their inmiths wnthini:,' to 
exjjress grief, disjday defects similar to those conspicuous in 
frescoes decorating the sacristy of Santa Croce at Florence, which 
may for that reason be assigned to Niccol6 Grerini.* The subject as 
a whole is not ill-arranged ; but being an imitation of others of 
the same kind by artists of note, and therefore typical, it cannot 
be accepted as a proof of original power. In the Entombment, 
the naked frame of the Saviour is extended on a winding sheet, 
held up at each end by two apostles. The Virgin embraces as she 
raises the head of the Kedeemer, and an apostle at each side kisses 
the hands, whilst the Marys and others stand around in attitudes 
of lamentation. With a slight change in the position of some of 
the figures, the fresco is a mere repetition of a picture at the 
Academy of Arts in Florence assigned to Taddeo Gaddi;* and in 
both the same character may be noticed. We may conceive 
Niccol6 di Pietoo Qensd to have been bred in the school of Taddeo 
Gaddi; his edaoation is in any case Florentine; and in these 
frescoes of Pisa the oontinnation of the school of Taddeo Gaddi 
may be traced The Besnrrectlon, like the Entombment^ ie a 
typical composition. The Savioor sets his foot on the side of the 
sepulchie, raising his right arm and gracing a banner in his left. 
Clothed in bis white winding sheet his movement is not without 
grandeur. The type and outlines of this figure are the best in the 
chapter-house. The Noli me Tangere, though less good, is hardly 
less interesting^ the action of the Magdalen being ready, and the 
group recalling that of Giotta A certain amount of grace, 
natural movement, fair shape and drapery likewise mark the 
neighbouring group of the Marys. A thoroughly Giottesque form, 
again, may be noticed in the Ascension. In general, the remains of 
these damaged frescoes would prove that Niccol6 was a diligent 
and careful painter, whose colour wants force and blending, 
though it has a certain liveliness of tints. In the draperies 

♦ • See auUa (]». 135) in the chapter on Taddeo Gaddi. 
- Sale del Maestri Toscaui Sala Prima, No. U6. See anUa, 
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changing hues prevail. The outlines and shapes are GiottesqnOi 
but inferior to those of Spinello, to whom, indeed, Niccolu was 
also second in composition. Oa the other hand, he tried to finish 
hands, feet, and articulations, and was in this not only above 
Spinello, but beyond Agnolo Gaddi. StUl his painting, compaied 
to that of either of those masters, is lifeless and third-rate.^ 

Beverting to the Entombment in the Academy of Arts at 
Floience, assigned to Taddeo Gaddi, we observe that it has many 
characteristiGs of G^ini 

We note in the oompontioii, whieh is formed of Ufe-dse figmresi com- 
plete want ol zest and oveichaige of figuies. The Saviour, ascending 
in tiie npper part^ is of noUe and good proportions, the face yoath- 
fol, and the attitude fair, but the angels are in vehement action. In 
tiie principal scene the Saviour lies very long on the tomb with hips 
enveloped in drapery, but the body is a stiff, hard corpse, of which the 
form has been sought out and studied without the gonios so striking in 
Giotto. Some merit may be detected in the mild ejqiression of the 
face, but the flesh tints are light and flat, and comparatively unrelieved. 
The remaining figures are long and slender, like those of Taddeo Gaddi, 
and afiect his peculiarities of shape, but some of tlic types are viry 
common, and the Virgin at the Saviour's head ha^^ the pointed chin 
usual in Niccol6 Gcrini, The outlines are well defined, but coarse. 
The picture as a whole does not improve on acquaintance, being at first 
sight more pleasing than on closer examination. The draperies are 
overcharged with lines and folds; and gay, changing hues are again 
prominent.^ 

^ Plaa, Ban franeeioo, dispt«shoiiM of Saa Bonavaataia. Of the figmee on the 

sides of the entrance, the Beptiet is the best, the 8L Lantence is all but gone. 
Parts of the colour and int^naeo in the Entombment are gone. Two of the soldiers 
sleeping in the Entombment are reduced to mere outlines. In the Noli me Tangere 
fhe Magdmlm is diaoolmirfld. Is tin iLaemakm the Saviour, of &ir ohanetar and 
proportioiiB in an elliptioal glory, li annonxidad by « ehoir of tiralye angela playing 
instnunents, whilst bcilow, the Virgin, Marys, and apostles stand attended by two 
angels. The forepjround is discoloured. Rumour {Forschnngen, ii., pp. 224, 225) 
records that these pointin^^ were executed for Lorenzo CiampoUoi, on whose tomb 
ax« these words: . . < uoaauaax mm xz hinbib apbilis, qui iiAVsmnvs raoir 

XPSim OAPTTULITM, FIOTUKA BT BBDIBU8 ADORNABI. 

* The white dresses of the angels are restored. The type of Fit. Jolni in very 
coinnion. The figure at the Sftviour'a feet is partly, and two figures more to the 
right totally repainted. 
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Analogy of manner connects Gcrini again with the frescoes of the 
sacristy of Santa Croce at Florence, which not only resemble those of 
Santa Buonaventura at Pisa, hut others to be mentioned at Prato. 
Here Gerini seems to have painted, by the side of a Crucifixion 
executed by a better Giottesqne tlum llinli^elf, Christ carry ini,' his 
cross, surrounded by the Virgin and Apostles, the Resurrection and 
Ascension. The Saviour turns to look at the Virgin stretching her 
hands towards him, the group of the Marys around her being sternly 
kept hack hj a aoMiar. In her aetioii, the oomhinatioD of Yehemence, 
feeUe f onn, and vulgar ezpveaaion whidi ehaiacteiiaea Qerini at Pisa, is 
again displayed. In the Beeoneetion the Sayionr is hat a repetitioin of 
that in the freeooea at San Bnonaventaiai and has the aame l^pe and 
ehazaeter as that In the altaipiece aangned to Taddeo €faddi at the 
Aoidemj of Arts. Similar icmB, spirit^ and diaiHng agun are notioe- 
aUe in Ihe Aaeanaion. 

At Prato, in the ex-ehapter-hooae of the oonvent of San Eranceaeo^ 
Gerini's style may be studied with the certainty arising from tbe fact 
that beneath the figure of St. Bartholomew, which, with those of 
St. Clara, St. Catherine, and St. John the Baptist* stand guard on 
the lintels of the entrance door, the painter's name is inscribed. 
Scenes from the legend of St. Matthew, including his death, and 
scriptural incidents, are the subjects depicted.^ Executed later than 
those of Florence and Pisa, tliese reveal an obvious decline. The 
figures are more slender, stiff, and lifeless, and less carefully executed 
than previous ones. A Crucifixion on the wall opposite the entrance, 
and the ceiling frescoes, are indeed so poor that they may be by 
Lorenzo. In this third-rate style it might be possible to quote, as by 
Niccol6, an infinity of works assigned in numerous galleries to Giotto, 
Taddeo Gaddi, and Orcagna.^ 

' On the wall facing the entrance tlie Crucifixion with the Magdalen at the foot 
of tlie cross and the usual attendant sceues, all but obliterated, and in the ceiUng 
the four Evangelists. The inscription on the liutel post is nicuolo di pieko 
anotzNi siPiNTints, to which OvAsn (la eegipeUa d$* JUgHorati, u.8., p. 6) adds 

tilS words, FIORENTINO, PINSE QUI CONSUS COLOEK, 

' In the gallery at Parma is a Death of the Virgin, together with a composition 
belonging to the same altarpiece, representing the gift of the girdle to St Thomas, 
placed under the name of Giotto, but in reality by Niccol6 Gerini. In a room called 
la Boolrtta or Goto of tiio obaroh of Bsii Oiovmniii at PMsfo is an altarpieoe by 
Niec(il6 with a mutilated inscription : . . . db florextia 1400. The Madonna is 
enthroned under the guard of two angels. In the side panels, the arobangel Michael 
weighing the souls and St. Francis are placed. 

A picture of the Ck>ronaUou of the Virgin in the Zecca of Florence is noted by 
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Lorenzo di Niccol6 succeeded to the mediocrity of his father. 
I lis most important labour is the Corouation of the Virgin and 
Aduratiou of the Magi, a predella altarpiece in the church of San 
Domenico at Cortoua.^ 

Taken in 1438 from the convent of St Mark at Floienoe, vheie it 
had onoe stood, it was sent by Cosimo and Lorenso de' Medici to 
Coitona,' when it was long eonsideied, in spite of the signatme^ to be 
an altaipiece by Angelioo. 

Imposing in its total aspect^ and better than the work of Lozenxo in 
the joint altaipiece of himself his &&er, and Spinello, this is still a 
thiid-iate Giottesque work, ol which the best parts are the compositioiis 
in the predella and the figures in the pilasteiSi 

A glory of St. Bartholomew by this master is [menred amongst a 
collection located in the Palazzo Comunale of San Gimignana* It 
bears the master's name and the date of 1401.'* 

A Virgin and Child from the church of San Bartolo by the same 
hand, as well as four little pictures of St, Fina and St. Gregory, with a 
scene from the life of each of those saints, are likewise in the gallery at 
San Gimignano* 

Gate {Carteggio, ii., p. 483), who publishes a record proving that it was painted in 
1373 by Jacoj[>o Cini (can he be related to Jacopo Cini the carver of the altarpiece by 
Bpinellof See anie)^ Simone, and Nicholaus, the latter supposed to be Gerini. 
OsBABB OuAflTi iiotes the reooveiy firom whitewash of Niceol6 Gerini's St Chrieto- 
plicr in the home of Francesco Datini, now the lesideiioe of the Oeppi {La Ooffpdia 
de' Migliorali, u.s., note to p. 7). 

^ The Virgin is between ten saints. Above, the angel and Virgin annunciate at 
Moh side of a Trinity. Below, ^ Adofation of the Na^, at each side of whidi 
are four scenes from the life of St. Dominic, octagonal pilasters, angels and saints. 

* Beneath the Adoration is the painter's name: laurentius nicholai me pinsit, 
and the following : CHoaiMO • £ • louenzo • Di • MEDici • DA • riU£NZ£ • ano 

• DATA • CRVI8TA • TATOLA - A < FftATI - DI • SGO • SOMSKICHO • BtAOniB- 

VANZA • DA • CHORTOXA • lEIl • LAN IMA • LORO • K • DI ♦ LORD • PASSATI • 

Mccccxxxx (vide Chron. di San Marco, in annot. to Vasari, iv., p. 51). The 
letter of thanks from the Prior of Cortuua for the present is published by Gays 
in (kuteffgiOt i, p. 140. 

' Enthroned. With four scenes from his !ifc ; at tlic sides a Crucifixion and 
eight saints in the ]>edirnent. The altariiiecc is No. 2 of the catalogue of a collec- 
tion due to the care of the erudite and kindly Canon Fecori. 

* The Finaooteoa is on the thiid floor of the Fklano Oonnuiale. 

* The altarpiece was originally in the Collegiata of San Gimignano. In the liem 
of the saint's dress: laurentius nicholai db flokentia pin.sit ; beneath the 
central figure : s. bartolommeus apostolus, an. mcccci qtiwrA tavola fece 
FABB VIGHOLAJO DI BIMDO SABBVOOL 
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In the passage to Hm Cuppella Medid at Sauta Cruce in Florence, a 
Goronatioii of the Viigin, with attendant lamti tad iMiiet^^ maj 1» 
aaan. The atjle is a little better than at San Gtmignano and Cortona, 
hot the hand ia the same. The hem an more ngtdar and pleasing, and 
have more fieeling* Of fraaooee hj Loienao di Nieeol^ none etc known, 
hat hia manner it to he found in a Yiigin, ang^K and aainta in a 
tahemade at Bantf ioidiea di Borenano near PAnehetta at no great 
diitanoe from Florence.* This ia a lur fmco of the lower Giotteeqae 
manner at the cloee of the fourteenth century. 

I^orenzo's piotorei^ without great ezeeUenoeb are not disagreeable to 
look at He was not a bad painter amongst the thinUxatea. Hia 
colour was warm and not without power and harmony, and his drawing 
\x)\d. He was a man of considerable practice, but his work, though 
superior to that of Parri Spinelli, doea not stand critical examination.' 

The following seleetion may serve to illnstiate the manner and 
school of Niocol6 and Lorenzo GerinL 

In the Acadoniy at Florence,^ the Virgin and Child between 
St. Laurence and St. John Evangehst, St. James and St. Selmstian. 
In the piedella, five scenes, more in the manner of the Gaddi and 
less defective. In the same gallery,* the Vir^'in and Child between 
St Stephen and St. Reparata hy the same hand as the foregoing. 
The Trinity^ between St. Bomualdo and St. Andrew, dated 1365, 
with three scenes from the life of- the former in the upper spaces.' 
The Viigin and Child* between 8t Laurence and St. Julian, Anthony 
and John the Baptist, dated 1404. 

^ St Peter, St Stcpheu, an ai>08tle, and Mary Magdalen at side. Above, oentre 
the IVinity, at eseh ride of which the angel and Virgia aaminoiate, the pro^et 
Jeremiah and Isaiah. A lozenge helow 1m ;uh tlie datfl 1410. 

^ Virgin and Child between four angoU : St. Catherine, St. John the Baptist (right), 
Magdalen, St Peter (left). Six saints in the vaulting, of which St Bartholomew is 
still recognisable. Above arch, the SaTionr in benedietioD between two medallions 
of saints. 

* Lorenzo di lficcol6 will be fuund registered in the painters' guild at Florence 
in 1410 (see Gvalamdi, Memoric, vi., p. 185). 

* * Sale di T<< ato Aiigelico e di altri maestri, Sala Terza, No. 7. 

' No. 47. * Tiii.s ))icturc is not now on view ia the gallery, nor oan we find 
mention of it in the catalogne. 

* * Salo dei Uaestri IVweaui, Sala Prima, No^ 140. From the Angeli at Florence. 
' Insotibed : istam gatsllam ncir fixbi johakvss ohibirti fbo akixa sua 

A. T). Mrcci.xv. 

* * Sale di ikato Angelico e di altri maestri, Sala Terza, No. 11. The inscription 
is: SAKOTA • MARIA • OBATB • PBO • KOBIS ' AMm • MGOO * Xttt. TUs plotUTB 

also eaoM from the Convonto de{^ AngelL 
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Finally may be mentioned an altarpiece of some interest in the 

church of S. Maria all' Impruneta near Florence, superior to the last 
mentioned, representing the Coronation of the Virgin with the twelve 
apostles at the sides, and above and below, fourteen scenes from the life 
of the Virgin and Saviour, besides twelve apostles in couples £ind angels 
in the pilasters and pinnacles.^ This picture, which beai-s the date of 
1375, gives us the necessary clue to distinguish Pietro Nelli of Florence, 
who was born at Eabatta in ^lugello about 1345, belonged to the guild 
of surgeon apothecaries in Florence in 1382, and was registered in the 
guild of painters in 1411. He received payment for a share in the 
execution of the altaipiece of the Impruneta in 1384. His style recalls 
that (d GerinL' 

According to Vasari, Parri Spinelli of Arezzo was an artist 
whose talent as a colourist of fresco was unparalleled, whose 
fancy was, beyond measure, sparkling, and who was excellent as 
a designer.* Time has fortunately spared some of the works of 
the painter who is the subject of this flattery, and these enable 
U8 to assign to Parri his proper place in pictorial annals. Paxri 
was born in 1387.^ A great part of his works at Arezzo has 
perished, but some of those which he completed for San Domenico 
and Santa Maria della Misericordia, and others hitherto neglected 
in the Municipal Picture Gallery and in San Fianceeco, will he 
snlffioient to establish his character. 

* ^ This picture is not quite accurately described by tbc authors. It has, aa it 
were, two stories in addition to the gradiuo. In the lower story is the Virgin and 
Ohild msmmiM 1)j a ohoir of angels. On either side we four compurtmenta ; in 
siz of then eight oompartmenti an two apoatlfls, in the othexa angels. In the 

upper story is a Coronation of the Virgin, with representations of angels in the 
com partni cuts on either side. Above, in the ornamental fi-amewoik of the ancona, 
are scenes fi-om the life of the Virgin and two figures of saints, in the predella 
are represented aoenea firom Hie litea of St. Joaeh^ and St. Anne. 

* For records and notices of thia painter see G. Milanesi's Memoria intornoo 
Pietro Nelli (8vo, Fir., 1872), p. 4 and fol. Tlic jiicturo is inscribed: ad 

HOXOKEM ET llEVEItENTIAM MATIIIS DEI AC SEMl'KU VII'.GINIS GLOKIOSE IlEC 
TABULA FACTA FUIT TBMPOKE KEVEiUt>DI DOMINI STEFAM I'l-EBAXI PKO IlEMEDIO 
▲KIMB Sim BT AmMABUM 1CAJ01U8 0OGIBTATIS ST OMNIVM BBKBFACTOBVIC ISHVS 

ECCLESI^. ANNO DOMINI MIl.I.ESIMO Cl ( LXX. V. 

* For particulars in regard to tlie life and work of Pietro Nelli, aee alao P; LiMO 
Cuini'k Storia del Mugello, ii., pp. 237-41. 

* Vasaki, ed. Sansoni, ii., pp. 275-85. * Tavola, A^ah, 
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Entering San DomanloOj and looking to the tight of the antnnee, we 
ahall MO a Gmoifizuni fcanad in a nnnhited pTTtWfTtg whidi now cnta 
off pait d tha pictiiNb with the Yixgin and a cinoniaed lishop on one 
lada, St JiAn Evaageliit and another aunt on the other. In this 
fteaoo the Sanoor ia depleted in a loqg^ eorred ahape^ bj one who 
deeenrea to be ealled a eeeond Ifaigaiitone. If we tnm bom thia 
ezhibitioii of low ait to the figovee at the foot of the ei08% we ilnd the 
fonna of which Vasari truly says, " Parri painted figurea much longer 
and BMXre alender than any of his predecessors, and whereas otiiers at 
the most gave them a height equal to ten head% he made them of 
eleTcn and sometimes of twelve. Nor were they ungraceful, though 
lean ; hut they were invariahly bent round to one side or to the other, 
because, as Parri himself used to say, they had thus more 'bravura.'"^ 
Curved, distorted, and hideous, disfigured furtlier by vehement action 
and grimace, these forms can excite Imt a smile when we think that 
Vasari, a critic of no common order, could find something to admire in 
them. In a lunette above this scene, two incidents from the life of 
St. Nicholas exhibit superabundance of false and exaggerated action, 
draj)erie8 so long and plentiful as to smother the frames, and contours 
of a wiry and endless line. Parri did not even retrieve these imperfec- 
tiona hj a feeling for relief or colour. On the contrary, his tones are 
laid on in mw and g»u4y eontnats^ of a ooane anhstanceb and with a 
flatness which betn^ no notion of duaroseoro.' Aa ia too frequently 
the ease with paintings of little intersst^ partienlar care haa been 
laviahed on their prsservation, and a fresco^ saved tarn the walb 
of Sante Maria dalle Giasie,* is now preeanred in the **8a]a di 
Jostida Cifile ** at Arsno. The Tiigin Msiy is lepieeented, goaided 
by two angels in flight above her, in a cloak of such amplitude that 
beneath it the people of the city, a pope, and a caidinal find refuge. 
At the sides St. Gregory and St. Donato stand erect; and the whole * 
is inclosed in a painted frame fmbftlHshft^ with pinnacles, with four 
allegorical virtues in monochrome. Beneath this a view of the city 
completes a pictuie which caricatures the defects of Parri. An altar- 

^ Vasari, ed. Sausoui, ii., p. 276. 

a * Eno in the worin of Italka art-bistoriaaa and artHsritios, it is impoeuble , 

to find a more remarkable manifestation of parochial patriotism than Vasiri't life of * 
Pan'i Spinelli. It is inconceivable that an artist wlio had lived in Arezzo cotild say 
of Parri Spinelli, "Colori benissimo a ttnipera ed in fresco perfcttamente." After 
reading this " Life " iu the presence of Parri Spinelli'e masterpieces the student will 
bo onabled to rata at tfaoir proper value Floreatins estimatot of Oimaboe. 
* Tasasx, od. Sanaoni, il, f. 280. 
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piece from (he same church, representing the same subject, with St. 
Lauzentius and St. Peigentinus^ at the sides, resting on a predella in four 
parts containing scenes &om the lives of the two saints, is a less 
defective, but still unpleasant work of the master now in the Muni- 
cipal Picture Gallery. In the same building, again, a fresco of the 
Crucifixion, with St. John and the Virgin in the dislocated attitudes 
peculiar to Parri, is preserved. In San Francesco he painted the 
Last Supper^ in a style reminiscent of the works of ]3icci. It may 
therefore bo one of Parri's early productions, as yet comparatively un- 
tainted with his later failings. The St. Christopher in the " Chicsa 
dell' Oblata," which is said to bear the date of December 4th, 1444, 
has been for some time invisible under a hoarding, the church having 
be«t occupied as a hanack. Italy is unf orttmately full of such frescoes 
as these, time having spared the had in many moie cases than (he good. 
Bui it is unneoessazy to expend any further (rouble in a seaich for 
frescoes or pictures like (hose of Ftori, who is below (he Gerini in 
talent^ and infszioir even (o Cenni of Yoltemu Wi(hou( a leminiscence 
of SpineUo's style, al(hough i( is on leoozd (ha( father and son painted 
(oge(her at Siena in the early port of the fifteenth century, Pairi 
imitates the movements and draperies of Lorenzo Monaco. He may 
therefore have known that master. But if he studied under Lorenzo 
Ghiberti and Masolino,^ which is improbable, he gained little profit by 
it, and merely imitated in the fifteenth the bad example whicli 
Tommaso Pisano had abeady set to the sculptors of the fourteenth 
century. His death occuned in 1452, and he was buiied in the 
church of Morello.* 

Parri's portrait was painted by Marco di ^Montepulciano in the 
cloisters of San Bernardo at Arezzo, and Marco^ is mentioned as a pupil 
of Bicci in the life of that artist by Vasari. He painted, in 1448, in 
terra vei-de, scenes from the life of Benedict in the above-mentioned 
cloister. Those of the northern and tlirce on the eastern face are 
preserved. The figures in the latter are short and coarse, large of head, 
and executed in a style recalling that of the school of Spinello. The 
painter may theiefore have been one of SpineUo's pupils, for he 
attempts (o rival (ha( mas(ei^B dexterity of hand, and copies his 
moTements. He has certainly lees of Loienso di Hcci's manner In 

* Yasabi, ed. Saiifloiii, ii., p. 288. 

^ The fresco is to the left of the entrance and in part damaged. 
^ Vasari, ed. Sanaoui, ii., pp. 275, 276. 

* Vasari, ed. Sansoni, ii., p. 285. * Vasari, cd. cU., ii., p. 285. 

II. — T 
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the freoooM of the noftlmii ode, on the contrary, tbe ezeeation k 

tioarr r to that of Lorenzo di Bicci, and, though inferior, alao like thoee 
which fiicci di Lorenio left in the oeiling of t gieat ohapel at San 
FniMMioo of Aieaui.^ 

Tlie (iidcovcry by Signer Gaetano Milaiiesi of numerous records 
resiKicting tlie family of Bicci has thrown light upon a very 
serious error committed by Vasari. We are told by him that 
Lorenzo di Bicci was bom in 1400, that he learnt under Spinello 
of Arezzo, and died about 1450,* bequeathing his practice to two 
sons called Bicci and Neri di Bicci* On the very face of these 
statements lies a mistake; for Neri is called by Vasari son of 
Bicci, and thus his father must have gone by the latter name, not 
by that of Lorenzo. The fact is that Bicci was born in 1373 of 
Lorenzo di Bicci and Madonna Lucia d' Angelo da Pauzano. He 
married, in 1418, Bcnedctta di Amato d' Andrea Amati, having 
iflene Neti, who followed his father's profession. We have thus 
thiee membeitof this family — Lorenzo di Bicd the father, Bicci di 
Lorenzo the son, and Neri di Bicci the grandsoo. Many of the 
works which Vasari mentions in the life of Lorenzo di Bicci are 
proved by records to have been by Bioci di Lorenzo. Of the 
grandfather Lorenzo we know that he was a painter, and Vasaii's 
text suggests a belief that he confounded the two elder members 
of the family together. For instance, he says that Lorenzo was a 
pupil of Spinello; and this might be troe of one who lived in 
the fifteenth, less so of one whose works mostly date from the 
fourteenth century. Lorenzo di Bicci's name, coupled with the 
epithet of "pictor," has been found in records of 1370,* 1375, 
1386, and 1398.^ In that of 1386 he receives from the opera of 
Santa Maria del Fiore ninety florins of gold for paintings in that 
cathedral In 1409 hxB name appears in the register of the 
company of St. Lnke as "Lorenzo di Bicci dipintore."' Vasari 
himself in his first edition declares that Lorenzo died aged sixty- 
one, and was mourned by Biocl and Neri, thus proving that he 

* Ceilings assigned by Vasaki {ed. cit., ii., pp. 56, 64, 65) to Lorenzo di Bioci, 
respecting whom and Yaaaii's error in nomenclature a word hereafter. 

* Yasabi, ed, eit., il , p. 68. * IMd,, p. Sa 

* Vide annot to Vasari, ii., p. 49, n. 

* Baldinvooi, Op€ra, it, pp. 498, 502, 603. * Qitalaiidi, tL, p. 186w 
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knew of Bicci's existence. It is a pity that no pictures can be 
assigned to Lorenzo. If, however, he was a painter as early as 
1370 he was a contemporary of Agnolo Gaddi. There are 
numerous frescoes not mentioned in the life of Lorenzo di Bicci 
by Vasari, nor in records as by Bicci di Lorenzo, which display 
a common character with those of Bernardo Daddi, Parri Spinelli, 
and Bicci di Lorenzo, but they have an appearance of greater age 
than those which are proved to be by the latter. The chapel of 
San, Jacopo in the Duomo of Prato, for instance, is decorated with 
frescoes iUustrating the lives of St James and St Maigaret 

On one of the walls St. James's call to the apostolic mission, his 
baptism of Hermogenes, and martyrdom are represented; on the other 
wall, three scenes of vSt, Mai^ret's legend, including her death.^ The 
laws of compoaitioii obeyed in the fourteenth century are here fairly 
maintained by an artist of feeble powers, whose long, slender figures are 
marked at times Ij exaggerated action. Unfnsed fleah to&es of tliidk 
fiubetonce and melaneholy tinge, wiry but enefol oatUnes, draperies 
of gey changing tints are ehitnetei^c» whilst some heads aie not 
absolutely unpleasant to look at The style is a mixtaie of that of 
Daddi and Bani, less able than that of the Santa Gzooe feesooes 1^ 
the f oimer, more talented than that of SpineUo's son. Scenes btm the 
life of St Cecilia recently lescaed firam whitewash in the chapel of the 
sacristy of tiie Cannine at Floiencei partake of the same character. 

In Aiesso the eeiUng of the choir in San Francesco is adorned with 
the four Evangelists and their symbols. These Vasari assigns to 
Lorenzo di £iGci»' but as he confounds invariably Lorenzo di Bicci with 
Bicci di Lorenzo, one cannot say which of the two he intends. The 
figures are long and slender, easily draped in festooned vestments. 
Though a general resemblance may be found between them and the 
frescoes at Prato and the Carmine, they are handled in a more modern 
style, and make a near ap{)roach to the certain works of Bicci di 
Lorenzo. Vasari, as we have seen, assigns these to Lorenzo di Bicci, 
adding that the painting of the chapel was completed by Piero deUa 
Francesca after he left Loretto for fear of the plague. It is on record 
that the plague raged at Loretto in 1447-52. Bicci di Lorenzo was 

' In the ceiling four evangelists, and in the thickness of the entrance wall eight 
half-figores of prophets, complete tiia deooiation of the diapd. 
* YABkBi, iL, M. 
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then just dead (1452), bo that the probability is Piero dclla Franceses 
succeeded him, and not Lorenzo di Bicci, as Vasari would have us 
believe, in the Cappella San Jacopo at Arezzo. If, however, this work 
at Arezzo lias a general resemblance to older paintings such as those of 
Prato and thf^ Carmine, it is possible tliat the latter may have been by 
Lorenzo di Bicci, whom Vasari in this case, as in so many others, 
confounds with Bicci di Lorenzo. 

Bioci's birth has already been given; the following k a cata- 
logue of his workSy most of which Vasari aasigns to Lorenm 

In 1420 he painted for Bartolommeo di Stefano di Poggibonsi an 
altarpiece for Sant' Egidio of Florence. In 1421 he painted scenes 
from the life of St. Laurence in Santa Lucia de' Bardi. In 1423 he 
sent to Empoli a picture ordered by Simone di Speochio. In 1424 
he was registered in the guild of painters at Florence,^ and he pro- 
duced in terra-cotta a Coronation of the Virgin, now above tlie portal 
of Santa Maria Nuova,^ and the twelve apostles inside the same 
church. In the same year he painted in fresco the outer sides and 
facades of Sant' Egidio, representing there the consecration of the 
church by Pope Martin V.' In 1425 he finished frescoes in the 
ehapel of Kiooo]6 da Umiio in Santa Lueia de* BaidL^ Ahoat 
1427 he painted the initials of Chiist^ according to the faduon of 
8. Bemaidino^ on the chnioh of Banta Cioce. In 1428 he oommenoed 
the chapel and altaipiece of the chapel of CSonte di Perino Compagni 
in Santa Tiinitlt* of Iloienoe» with the aaaistance of one Stebno 
d' Antonio. St Coamo and St Damian, foimeily on a pilaster in Santa 
Msria del Fiore, and now in the Uffisi,* weie done on commisBion from 
Antonio della Casa about 1429. In 1430 Biod began a series of 
frescoes in San Benedetto de' Camaldoli, representing S. Giovanni 
Gualberto and six incidents of his life ; and he ])roduced an altarpiece 
fnik Ser UgoUno Pienucu^ In San Marco lie decorated (1432) the 

^ GuAi.ANDi, vi., p. 178. 

Assigned by Vasabi to Dello (ii, p. 147). 
' Anigned by Vasasi to Lorenzo (ii, p. 55). "< 

* Assigned by Vasaui to Lorenzo (iL, p. 54). 

♦ " Not at S. Trinita, but k! S. Marco. 

^ No. 45. In the first corridor. In a predella are two scenes of the saints' 
lives. 

^ Willi the ■WMtance of Stefiuio d' Antonio and Bonainto di OioTtmiL 



Digitized by Google 



XVI.] 



KEBI DI BICCI 



277 



chapel of the heirs of Ser Martino Martini, and he painted the chapel 
of the Compagnia del Tempio in tlie church of the Camaldoles.^ In 
1433 Francesco Galigai commission<Ml him to paint his chapel in Santa 
Croce. In 1438 he furnished an altarpiece for the chapel of Donato 
Barbadori in Santa Felicita, and executed the frescoes in the chapel of 
the Seata GioTanna at Signa. In li39 hB txeeated tiM for tlia 
tomb of Luigi ManOi in Santa Croce;' in 1440, figures of apostles and 
saints in a chapel of Santa Croce; and in 1441, again in this chnidi, the 
Incredulity of St Thomas and a colossal St Christopher for Tommaso 
and Leonardo S^nelli He assisted Domenico Veneiiano in the great 
chapel of Santf IJgidio. In 1445 he beg^ to paint at Aresso;* and in 
1452 died at Bloienoe and was bnried at the Gaimine.^ 

Of all these works some, as has been seen, remain. In the 
St. Cosmo and St. Damian of the Uffizi the colour is a little 
sombre, and wants relief, but the outlines are careful, and, though 
in the same style, are more modern in appearance than tliose of 
Prato and the Carmine. Of the other works in Santa Maria del 
Fiore the saints beneath the windows of the chapel are in part 
repainted, in part renewed altogether. The apostles in pilasters 
noticed by Vasari have perished.* The terra-cotta above tho 
portal of Santa Maria Nuova or Sant' Egidio, as it is now called, 
exists; those originally inside the edifice are gone. To resume, 
Bicci di Lorenzo shows himself connected with the schools of 
Daddi and Parri Spinelli. None of the works assigned by Vasari 
to Lorenzo di Bicci are by him, bub, on the contrary, by his son. 
Neither deserves to be classed above the third-rate artists of their 
country. 

As for Neri di Bicci, he brought art to the level of a trade, and 

^ Agftin with the aid of Stefano d' Antonio. ' 

* Assigned by Yasasi to Lorenzo (ii., p. 56). 

* We may .tinu quote of Biooi di LMauo flia joke arishig from his la^dity of 
hand applied by Baldinucci {Operas ir. p. 508) to Lorenzo di Keoit '*FQ1 the 

I^Oirringera (for dinner), I shall paint a saint and come." 

* These facts are all taken from the Oior. Star, degli archivi Toacani, u.8, 
(3rd Quart., 1860), pp. S-10. 

* They are all to be Ibiiiid in the Oommeniario aUa vUa di Lormn di Sieet in 
the Sansoiii edition of Vasaki (vol. it, ppi 6S-90X 

* YAaARi, ed. S&nsoni, ii., p. 66. 
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his shop was that of a houBe painter. He has left a diary of 
his daily occupations, from which may be found large extracts in 
a g«XKi conini» iitary to the life of Lorenzo di Bicci in the Sansoui 
edition of \'a.san.^ J lis numerous altarpieces and pictures merely 
prove that he knew the mechanical part of his business; and 
hifl industry was so great that he filled half Tuscany with 
pictures at the time when Ghiberti, Donatello, Paolo Uccello, 
Masaccio, and Angelico laboured. Those who should still 
desire to study his manner may look at his masi^rpiece in the 
cloister of old San Pancrazio at Florence, representing S. 
Giovanni (Jualberto enthroned l>etw(^n ten saints in seats.* 
The abbot of San Pancrazio kneels at one side (tlie left), the 
scene being laid in a circular chapeL Two medallions above 
contain saints holding scrolls, and two curtains which hang in 
feitoons at each side of the picture are inscribed with the names 
of the saints within. Though restored, this is a fair specimen of 
Neri's manner. S. Giovanni Gualberto is not without character, 
but the forms and details are false, the extremities ill-drawn, the 
movements exaggerated. A sad colour pervades the whole; and 
in general it may be said that Neri's work is Hat, raw in tone, 
unharmonious, and mechanical. There are no less than four 
Annunciations by him in the Academy of Arts at Horence^^ and 
numbers of pictures in churches besides. 

> VaSAU, a, pp. 63-90. 

• * Heri bu l«ft an toooiiiit of tUt mwk in hia notebook. He engaged to paint 
it CD March Ist. 1454. 

• In tVic Academy as rearranged arc to be found only two Annnnciationa by 
Neii di Bicci. They are both in the Sale di I'cato Angclit o e di altri maestri. One 
of them is iu Sala I'rima, No. 22, the other in Sala Terza, No. 28. 

A laige altarpiaoa by Ifori di Bioei ii in Lord GrMrford'a odleelion,and ia now at 
Haigh Hall, Wigan. Tbere is alao a Madonna and Ibor aainta bj tbo aama master 
in the WaUiaf Mnaanm at Oologna. 
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CHAPTER XVII 

ANTONIO VENEZIANO 

THE gradual transformation of Giottesque art and its final 
disappearance in the fifteenth century at Florence is a very 
interesting subject of study. Giottesque art spreads at first over 
all Italy, and has strong representatives in the north as well 
as in the south of the peninsula. It descends with little or 
no variety to at least two generations of men of one family, 
all of whom are able representatives of the style of the great 
masters. It decays rapidly when practised by inferior disciples; 
but it assimilates new elements when practised by innovators 
of skill and power. Insensibly it gives out varieties under the 
influence of new studies based on a renewed appeal to nature, 
as distinguished from a servile clinging to traditional lessons. 
The steps by which progress is made are at first almost imper- 
ceptible. They begin to leave a distinct mark behind them at 
the close of the fourteenth century, and they lead to complete 
emancipation at the opening of the fifteenth. 

We have had some evidence of the spread of new ideas and 
methods in Giovanni da Milano and Orcagna. Similar evidence 
will be found in the lives of Antonio Veneziano and Stamina, 
who are the direct precursors of MasoUuo, MasacciOi and J^va 
' Giovanni of Fiesole. 

It is not of importance to inquire, as Tuscan historians have 
done, whether Antonio Veneziano was bred to art in Central 
Italy. His name and parentage are written in Pisan and Sienese 
records, where he is called Antonio Francisci de Ycnetiis. In an 
altarpieoe of small artistic merits which we shall presently study 
at Palenno, be inflciibes hunself: "An(to)ni8 Lon(?ghi) da 
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Vinexia." ^ The earliest date in the narrative of his life is 1370, 
at which period he was noted as the companion of Andrea Vanni 
and painter of a ceiling in the cathedral of Siena.^ 

Vasari tells us that he was a Venetian who studied at Florence 
under Agiiolo Gaddi, and then tried his fortune as a master in his 
native city. But an envious faction found fault with work which 
he had been commissioned to execute in the hall of the great 
council, and this induced him to resume his residence at 
Rorence.* The name of Antonio appears in no Venetian 
documents, and we have no means of testing the accuracy of 
the statement that he was employed by the Venetian Govern- 
ment. At Florence his name is on the register of the barber 
surgeons in 137V which is a later date than that of his 
employment at Siena.^ Frescoes which Vasari assigns to him 
in the cloisters of San Spirito and Sant' Antonio al Ponte alia 
Carriga at Florence have perished, likewise the pxedella of an 
altarpiece in San Stefano al Ponte Veochio in the same city.® It 
is not quite certain that Antonio was a disciple of Agnolo Gaddi. 
They were certainly oontempoiaries, and an attentive ezaminatioii 
ol Antonio's frescoes at Pisa will show that he WS8 a wortliy 
competitor of Giovanni da Milano and Giottino. One ci his 
manifest peculiarities is want of power as a composer and want 
of selection in the definition of form, fie had not much religious 
feeUng ; but his observation of nature is conscientious and search- 
ing for an age in wbkk conTentionatism was habitual It is 

• * See jMflfeo, p. 288, note 1. 

* IfiLANEsi, Doc. Sen., u.s., i., p. 305. These paintings no loneer exist. A 
frOMO of the Nativity in the chapel of San Giuseppe in the convent of San 
Francesco at Osimo is assigned to a painter called Antonio da Venezia; but the 
treatment shows an artist of the sixteenth century, who must be distinguished 
from liit nameeake of the fourteoith oentoiy. 

' Vasari, ed. Sanson!, i., p. 699* 

♦ * Another Antonio di Francesco matriculated in the Arte dei Medici e Speziali 
on February 7 th, 1382. Tanfani-Centofauti says that it is doubtful to which of the 
tiroaitiila fliBl4iiii domiiMiitiMfer ; for the reason that Faiaaana Gimm^ in liia 
Memorii, ahmyt apeaks of Antonio as **da Franma." Bat to va it aaema than ia 
really no difficulty. In the books of tlie Opera del Duomo he is always spoken of 
as "de Venetiis." Grasso speaks of the artist's adopted country, the place he came 
from. The scribe of the Opera del Duomo, writing more formally and accurately, 
givaa the aitiat'a aatiTa eoimtiy, 

•/HdL.xiT. TA-fOULfAl^.taaiU. • Yabau, «{. eOL, i, p. 6SS. 
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in this striving that we observe a progress which explains the 
gradual expansion of art in Masolino, Masaccio, and ADgelico. 
Vasari says truly ot Autouio Veneziaito that he was a close 
student of emotioDal movement and a successful delineator of 
action and gesture, calculated to show persons depicted as moved 
or conversing.^ He was also a master of the technica of his art, 
equalling the best disciples of Taddeo Gaddi in clearness, bright- 
ness, and transparence of colouring, and surpassing them in such 
methods of glasing and toning as afterwards distinguish Masolino 
and his contemporaries. 

It appears from records that Antonio, on April 10th, 1386* 
receiyed 135 florins of gpld from the superintendent of the office 
of works at Pisa on account of three stories of the life of 
San Baineri at the rate of seventy florins for each story.' This 
saint was in great honour at Pisa, where he lived in the twelfth 
century, and the early scenes of his l^nd had been illustrated 
on the walls of the Campo Santo, by Andrea of ilorence, befdre 
Antonio was called to Pisa. 

That portion of the sfany which refers to the sainf s departure 

* Vasabi, i, p. 664. 

♦ * In the account books of the Opera del Duomo at Pisa and in the MemorU of 
Parasone Grasso, Operaio, are to be found entries which range from December 7th, 
1S84, t» MNch 2Stli, IMS (oommon style). The two follofwing fttom FuntMiiiPk 
MtmcHt an intiNttiiig 

1. "Maestro Antone di Franciescho dipintore da Fiorensa lo quale dipingie in 
chaposanto la atoria di santo Ranieri do* dare a di y di dicienbre 1385 fioriui dodici 
d' oro U quali diei per lui ad Aldrobaudino spesiale per uncie v^j d' azurro portolcli 
wex QkmasBi Iktfeoro dell' opm a bottegfaa ana'' (Areh. di Steto, Fin, ArA, M 
Operm dei Duomo, Memorie . . , di Farasone Qrasso, reg. 60, c. IS). 

2. " Maestro Antone di Franciescho dipintore da Fiorensa lo quali dipiiigic in 
Chaposanto la storia di santo Ranieri de' dare a di vy di giugnio 1386 fiorini tre 
d' oro li quali li prestai soprascritto di in fiorini uuovi port6 Cheooo sue figUaolo** 
(JfanMHedX.,e. 86). 

This last entry shows that a son of Antonio named Francesco worked with him 
at Pisa. The following entry in the Libri d'entrcUa « umta of the Opera del 
Duomo proves that he was helped by two assistants : — 

" Magister Antonius Francisi fnotor de Yenetiia haboit et reoepit die saprasoripta 
(SI AprileX M enpnasripta domino openuito deiite lit anpn, pro ae^ JohamM et 
Piero diadpnlis pro diebus sex quibus kboraTemnt ad pingendum in camposanto, 
ad ractionem librarum trium et soldi ttnilM pro qnoUbet die, litou deoemocto et 
soldoB quaotuor denariomm pisanorum.** 

' CiAMFi, p. 161; and FOMTU, BtUrayc, pp. 117, 118. 
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from the Holy Land, his arrival, miracles, and death at Pisa was 
represented by Antonio, and is described by Yaaari as the finest 
and best work in the Campo Santo. 

Of the emharkation, which is the fiisl incident in the series^ litUe 
lemains.^ The hnding is then imagined as having taken place. On 
the shoie an angler sits fishing. The saint peifomis the miiade of the 

wine and water. The host^ starts back ampneed as he sees the water 
separating from the wine, which he pours into tihe flap of Raineri's 
dress ; and the saint, pointing to the devil on a cask, seems to threaten 
the host with eternal flames for his dishonesty.^ A dame kneels to the 
spectator's left of Raineri, an old man sits to the right pensive, whilst 
a group of persons of both sexes stands around. The dame, of a 
graceful slinjx", is an accurate study of nature, and reveals a careful 
search for truth of form even in details. The saint has regular and 
pleasing features, and tlie remaining figures form a group full of interest. 
The aged man sitting pensive in the foreground wears a sort of turban, 
and reminds us of work by Taddco and Agnolo Gaddi. As the angler 
parts the <^'roup of tlie miracle from that of the embarkation, so the 
pensive old man separates that of the miracle from a third scene, 
in which the canons of Pisa give hospitality to Baineri. The scene is 
an elegant veiandah sapported by slender pi]lan» in which a table ia laid, 
at the head of whieh, to the right, Baineri sits in the act of benediction. 
Thzee gueets axe at the hoaid, which ia served by three or four mooks^ 
one of whom is seen coming down a fli^t of steps wiUi a dish in 
his hand. Two fowk hang from a nail on the landing. The aiehi> 
tectore of the Teiandah and of the conYent on which it leana ia careful, 
and the forms are made out with sharpness and precision. All the 
knowledge of perspective attuned in Antonio's time is embodied in 
the buildings of the foreground and in the distant edifices of Fisa.^ 
The science is not as yet matoied, the true horixon is unascertained, 

> But the ontUne of the flgnre of Rdoeri, two camels, and part of the buildings 
of a cily. In the air may still be noticed ths Redeemer in a circular glory pointing 

out to tlic saint the direction of his journey. On the sea lioneath, a harqne in 
full sail ruus beroro tlie wind, and contains Raineri and Hve mariners in various and 
hfelike attitudes. The head of S. Raineri is, however, obliterated, and, with the 
ezoeptaoD of s mariner nsar the saint, Uie nmidning figures are repainted. 

' Vasari, who writes from memory, naturally conceives the host to be portly. 

' The devil ia represented in the shape of a cat, but this figure ia repainted. 

* * The architecture of Antonio's backgrounds merits the most careful study. In 
the second picture of the series are repvesentations of the church of San Vito, of the 
Osmpsnils, and of the Doomo. In tlia third the Pisa Baptistsxy is intnidnced. 
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yet the converging lines make as near an approacli to tlic truth as could 
bo expected at a period still distant from tliat in which Paolo Uccello 
strove to found the science upon a positive geometrical basis. The 
embarkation, landing, miracle, and entertainment of the sunt ue all 
episodes placed side hj ode witbdn the compaaa of one painted frame. 
The next is devoted to the meidentB of Baineti'b death and his tnnafer 
to the catfaedial of Fiaa. Grief la well lendefed in the group on the 
eztzeme left which aniroondB the corpse of the aaint He lies at 
length In his pilgrim's akin, completely Tisible to the spectator except 
wheie a figoie stoops over his right hand for the pnipoae of kissing it 
On the opposite side another of his followers applies his lips to the left 
hand, and abont the head a group of clergy and people is massed in 
natural attitudes and animated expneaoD, A monk, bending forward, 
blows nptm the coals of a censer; another holds the vaso with holy 
water. Nearer the saint's feet an aged friar is helped forward with 
difficulty by one of fewer years, and seems beyond measure desirous 
of gazing at the features of the dnpart^il. A little in front of him 
a dropsical woman has been led by her mother to Raineri's feet. Her 
hands are raised and she looks up, grief and wonder commingled in 
her face. She evidently breathes with difl&culty. Her forms are hand- 
some, though swollen by disease, youthful, and in good contrast with 
the weather-beaten and timeworn ones of her mother, who stoops over 
her. The careful study and reproduction of nature in its singularity is 
excellent, and foreshadows the art of Masolino at Castiglione and of 
Masacdo in the Biancacci chapel at Florence. Nor is Antonio's attention 
confined to the rsnderii^ of Hying fonna. In the frame of Baineri he 
Imitates the aspect of a dead man whose calm features are relaxed by 
tiie absence of life-Uood, whose jaw and eye have sunk, and whose 
hody has not aa yet beccoie a cdd and sUffaned ooipaew Hers, indeed, 
we see the source which Stamina must have consulted, which Angelico 
and Masaocio drew upon. Here the key of their education is to he 
found. 

Above the distance of houses and the steeple of the cathedral^ appears 
the vision of Baineri, carried to heaven by the angels. Next comes, on 
tiie centre foreground, the saint carried on a stretcher and accompanied 
by magistrates and deigy to his final resting-place. Vestiges of players 
at the head of the procession may be discerned. Behind the body, to 
the ieft^ three persons in grsTe convene proceed, and their faces as well 

*' The riaioik of & Baineri borne to heaven ie above & Vito, not above the 
ateeple of the eathednL 
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M forms an tmoogit the best ptrodnctions of the time. A group of 
children in rear, again, is leas happily ren^- rr i, the idea of yoiuth being 
incompletely givf:n. In a gall»-ry forming the uj'prr part of a house in 
tiie distance, Xhn ^ j /i= of ArchbUhop Villani's cure from sickness is 
depicted, and to th<i ri;^'ht I'^ans the well-known campanile. In the third 
fre«co, Raineri is fXjKjs*.-*! v, {.uV>lic worsbij) under a dais in the I)uoino. 
To the ri;.^ht a crowd kneels or sita ; a female, evidently posoCv^^eJ, tears 
her dre^.s and ahrioks.* Near her a woman liolds a sick infant, and there 
are traces of other ligures.- The re*t of the fresco, which has almost 
periohed, is separated from the foregoing by the walls of the city of FMk 
A group of fiiheimaii, hnmUs wonhippen of Baineri, angle ia tin 
foregroond. In tba ilwliiio wn lemaint of a rmmX toaBed by the wms, 
wfaoaa dew aie eaating meicliaiidiae ovarboaid, an epiaode idated of a 
ban^ue owned by one UgoedQiia^ who aavad it by appealing to Bainan 
aa hia patron aaintw' The node of the iUiennen, their Tanooa age and 
•etkn aie given with aome lealiatie tnith. In the floh and mnadM^ aa 
in the exti«mitiei» the painter lereab a eonedentioqa atody of natme^ 
whilat in the ehoioe of aqaaie and nnnoUe fonn Antonio imitatMf 
without tttemptiwg to idaaliaa» natme. 

Throughout the whole of these frescoes the figures nre simply, bat 
less grandly cast than thoie of the fine Qiotteaqnea, for instance, 
of Orcagna. More nmnerons folds and a greater sfendy of their 
detail may be noticed, yet without detriment to the under forms. 
The nature of the atoffii ia diatinctly shown, and the flexibility of 
the thinner sort of teztjle fiabrics worn by females is marked. It 
is a further peculiaiify of Antonio, that lus draperies ding and 
give to his shapes more than usual slendemess. The feet and 
hands are accurately drawn. 

Antonio paints with light transparent and not tasteless com- 
binations of tone; originally prepared of a light greenish grey, 
the flesh tints are put in with a body of rosy yeUow, the shadows 
with thin warm ghues, the masses of li^t with broad, bold 

' Her name, " Galliena iademoniata," may still be traced in the inscription at her 
iMt ThiaSgiiieiibyyanritraiiafimed failatiie fiiat flP^^ 
horo the drofiiioal maid of tbe Monid. 

' The names of these persons may be seen in RosiHl's DmHukm itXU Pithir* 

tUl Campo Santo (3r(l ed., Pi^a, 1829), pp. 88, 89, etc. 

' The figure of ti. iiaineri may be traced as an apparition near the mast of the 
VfMtl. 
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touches. Each preparation is gently blended with the other, so 
that no abruptness mars the effect. A light gay tint marks the 
draperies, the reds tending to a soft rosy hue with lights resolutely 
louched in white, and shadows glazed of a deeper tinge, the 
outlines being strongly marked at last to complete the whole. ^ 
The utmost care was evidently applied to the mixture of the 
colours ; and this confirms what Vasari says, that Antonio deeply 
studied the medicine or chemistry of the time.'* l*ainters, indeed, 
were, as we have seen, usually members of the guild of Speziali 
in the fourteenth century, and it is obvious, from the study of 
the history of the period, that most painters had laboratories for 
the working up of chemical substances.* The disadvantage of 
Antonio's gay and lucid tones is their flatness. Lights and 
shadows are feebly defined, and the great quality of relief is 
wanting. The shadows are clear and transparent and too much 
confined in their surface, and these defects Masolino iuherited, 
Masaccio alone avoiding them and mastenng the perfect laws of 
balanced light and shade. 

A glance at the frescoes of the ceiling in the Cappellone dei 
Spagnuoli in Santa Maria Novella may now be interesting. There 
the slender forms, encased in clinging draperies, the vestments 
themselves detailed in fold, the soft type of the heads, recall to 
our memory their counterparts in the Campo Santo of Pisa. That 
in the ceiling of the Cappellone the Giottesque spirit of Taddeo 
Gaddi, without his masculine forms, prevails, that the breadth of 
light and shade peculiar to the Florentine is absent, that the 
draperies betray a certain research in the definition of folds and 
are less firm than those of the first Giottesque, has already been 
remarked. Further, that softness of expression, light tender 
colour, and careful drawing of extremities arc marked features, 
is certain. All these particularities reveal Antonio as possibly 
the author of the ceiling of the CappeUone; and it is not too 

' The samo process was used in the bluM^ whilst «t timet shot dxWM W«re 
pftiuted rose in shadow, yellow in light, 

* YAfiA&i, ed. Saiisoui, i, p. 667. 

On the ehemietxy of meduml methods, consult Hit. Hezringhsm's edition of 
OSKNiNi'8 TraUato (London, Allen, 1899), and Bekokb, BeUril^imr StdMntkOwiiigW' 
ffttekiehU der MalU ^i k, pert iii, Munich, 1897. 
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much to assume that he decorated it preyious to his visit to 
Pisa-i 

The faults which Antonio displays by no means overshadow 
qualities which mark liiin as a man of superior genius not only 
in his own, but a subsequent age. Vasari truly said of the Pisan 
frescoea that they were the finest in the Campo Santo. They 
justify the assertion that^ as regards artistifi talent, Antonio 
Veneziano surpassed Benozzo GozsolL He was, as Yasaii says, 
an excellent fresco painter;^ and a careful eacamination of his work 
will prove that he disdained retouching a tecco;^ the damage done 
to his transpaxent ooloius arising from retonehing and the damp 
which removed tones and intonaca 

Antonio himself was not onlj a painter but a restorer of the 
fireaooes in the Gampo Santo. He appears in the records of 
1386-7 as the designer of the borders of manj framings inclosing 
a Purgatory, an Inferno, and a Paradise.* According to Yasaii* 
he executed anew "the body of the 'Beato' OHverio with the 
abbot Panunzio^ and many incidents of their life, in a 'caasa' of 
feigned marble beneath the frescoes of hermit life by the Sienese 
Pietro Laurato/' It is quite easy to trace the portion of Loren- 
zetti's fresco repainted by Antonio, and beneath it the figure of 
the Beato Giovanni Gambacorti (whose remains are said to be 

* It would be well to aasigu the section of the ceiling in the Cftppellone devoted 
to the atibj«ot of the AaoennoB to mnolher and km able hud, 

* ^ Vasari, ed. Sansoni, L, pi, S06. 

» ' This statement, though approximately true, is not alton;ether true. A careful 
examination of Antonio's frescoes discloses the fact that he did make a very limited 
and occasional use of painting a secco, as did the most orthodox exponents of the 
art of freaoo-paintiDg. This paeeage deaervea oarafiil atady. Yasaii is moat inteisst- 
ing to the student when he discusses questions of technique and method. In regard 
to technique Antonio was not a radical, a daring experimenter like Baldovinetti or 
Leonardo ; nor was he a reactionary, as were some of the Sienese of the Quattro- 
eeato ; he was a progressive conservative, using and developing the good methods 
of Oiotto. His art, in fiMit, k in uors waji than one an important link in the 
somewhat feeble chain that links Giotto to Masaccio. We doubt not that one of 
these days some new critic vrill "discover" Antonio Veneziano. If only such 
discovery makes a real addition to our knowledge of him, all students of the history 
of Italian punting will be grataftd to him. 

* CiAMPi, iVbf. IMU, «.«., p. 161 ; and FflBsm, BeUrigt, ppb 117, 118. 

* Vabaxz, siI. cAL, i, p. 666. 
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Iraiied within the wall itself^), between two flying angel&* Above 
this three hermita, two of whom sit at work, whilst the third is 
in a pensiYe attitode near a pool swarming with fish, are by 
Antonio, as well as Ibe figure of St. Pftnunzius sitting in a palm 
tree. The latter figure is much damaged, but the remains ezhibib 
the technical style, the diaracter, peculiar to Antonia Yet the 
Venetian, having to restore the work of Lorensetti, which differed 
entirely from his own, repeated the original composition, pre 
ducing in consequence a certain energy, wildness, and angularity 
of form, imitative of the Sienese manner. The drapery and 
extremities followed original lines different from those which he 
might have produced in a work of his own, and as regards colour, 
he strove to rival the warm vigour of the surrounding figures. 
The technical method, however, was entirely Antonio's, the in- 
tonaco having been renewed for him after the removal of a 
wooden sepulchre, which, for a Lime, covered the spot.* 

In August of the same year, 1386-7, in which the frescoes of 
San Raineri were completed, Antonio painted an altarpiece for 
the cliapel of the organ in the cathedral of Pisa, which has 
unfortunately disappeared.* 

iiiis picture at Palermo, to which allusion has been made, is 
dated 1388, and is of interest as having been executed later than 
the works of Pisa. The company for which it was painted was 
that of San Niccolo and San Francesco at Palermo, and the 
picture itself is a gabled square with two medallions at the 
gable sides containing the Virgin and Evangelist grieving. The 
rectangular space beneath is adorned with corner medallions, in 
each of which is an Evangelist. Three vertical pilasters stripe 
the square, each of which contains four apostles in medallions." 

* Vi(U RoBiNi, Dcscrizioiie, u.s., p. 67. 

' One of whom blows into a oensor, whilst the other waves a similar instrument. 

* See also in eonfiniMtimi of tbie, Robinx, Cfampo SantOt pw S7. Thii ii 
the more obvious now, as it will be found that Lorenzetti painted on intonaco upon 
a groundwork of cano, Antonio on intonaco firmly fixed to the wall. As to the 
painter's portrait, which Yasari mentions as existing in the Campo Santo, it is no 
longer preeerred even by tradition (Yasabi, i., p. 668). 

* F5B8TBB, BeiirSge, pp. 117, 118. 

' In the corners the four Evangeliata are depicted with their symbols in me- 
dalUona. Between the pilaeten the namea of the deoeaeed beloaging to the 
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In the gaUe Ghrist xeoelyes the flageUatioii. The hiethren kneel 
in groups at the aides with their heads eonoealed in their eowla.^ 
The figures generally remind as of Tsddeo Gaddi, bat exhibit the 
develoi^aBent of fonn which eharactenses the frescoes of the 
G^po Santa' 

Two pictares in the style of this of San Kioool6 may be seen 
at Falenno in the palaoe of the Prince Trabbia>' bat they aie so 
damaged as ahnost to defy criticism. 

A Deposition from the Gross, at one time belonging to Mr. 
Jervis at flotence^ has altogether the charaet^r of the works of 
Antonio.* 

The last work ol the painter that can be mentioned is a series 
of beseoes decorating a tabernacle in grounds belonging to the 
family of the IKanciatichi at Nnovoli, outside the Porta a Prato 
at Florence. The Deposition from the Cross is depicted at the 
bottom, the Judgment, the Death and Transit of the Virgin at 
the sides of the tabernacle, but a great part of the principal scene 
is now obliterated ; and vestiges only of the others are preserved.^ 

At the right side of the arch of the tabernacle are traces of 
nude figures rising from the earth, above which a female, partly 
naked, covers with the folds of a white mantle a multitude of 
small sinners.' vSo far as one can judge from the imperfect 

company are in9cri1)ed. The whole painted in tenpem on panel. Ground, geeio^ 
beaten upon parchment. 

* 1 Monsignore di Marzo points out tliat the only legible letters in the first part 
of the inaoriptioit on fhit piotiire an an and lo ; and that the inacriptloii ae it 
stands reads, on the one side an . . . lo . . • , and on the other side da vikexia 
Pixx .... A careful examination of the inscription shows that Di Marzo is right. 
The illegible letter after lo is certainly not n. There is no ground, then, for the 
asamnption that the artist's name was Longhi. Sm Dt Haszo, La pUiwra <» 
Palermo nU Bkuueimmlei pp> 48, 49. 

* ' I have to thank Mr. S. A. J. Churchill, His Britannic Majesty's Consul- 
Gcneral for Sicily, for making the arrangements for the photographing of thia 
picture. Mr. Churchill confirms Di Marzo's statements in regard to the inscription. 

* To whom, as well as to the CSonte Tasca, public tiianks ate here tendored for 
their kindness and assistance. 

* * Siguor Cavalcaselle denies that this picture is by Antonio Vencziano. 

" In the Gallery of Modena an Annunciation and a Visitation are assigned to 
Antonio ; but they are German, and probably Westphalian pictures. 

* In tile upper space again remains of heads of angels and apostles may he seen* 
Tbia Yixgln in a glory, supported hy six angels in the side to the left, is evidently 
part of • snltieeti of whioh trsoss may be found lower down, as a ttmib round which 
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preservation of this work, it is a careful study of form, less 
perfect in the extremities than others of Antonio, and somewhat 
feebly realistic ; but the heads are fine, and are drawn with broad, 
open brows; the details of hair are minutely rendered as they 
were later by Masolino and his school. The colour seems to have 
been of a vigorous local tone, and the execution displays the care 
and boldness of a finished artist. Qualities akin to those of 
Giottino^ may be traced in this as in the choice of certain types ; 
but the perfection of the Campo Santo frescoes seems not as yet 
to have been attained. The tabernacle was painted by Antonio, 
says Vasari, for Giovanni degli Agli, of a Florentine family, which 
has either disappeared or lost its old possessions. Antonio was 
employed by the Acciaiuoli, in the Certosa of Florence, to paint 
an altarpiece, and a fresco of the transfiguration, which have 
perished. Vasari errs in affirming that he died in 1384, aged 
seven ty-four.^ Two years later he was still labounng in the 
Campo Santo. 

filgnres stand, in whose facss one may still discern marks of grief. In the vault of 
the ardi tiie SaTiour sits with the hook, in tiie aet of heuedictioii, between the four 

Evangelists. 

^ That is, of the works assignable to the last half of the century. 
*2 Vasari, ed. Sansoni, i., p. 667. In August, 1387, Antonio Veneziauo was 
living in Pisa. See Tanfani-Cextoi? anti, o^. cit.^ p. 40. 
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CHAPTER XVIII 

GHERARDO STARNINA AND ANTONIO VITE 

a^IIE link which should connect the art of the Giottesques of 
. the fourteenth century with Masolino and Angelico is 
unfortunately missing, because of the total luss of the works 
produced by Gherardo Stamina, whom Vasari describes as an 
apprentice and disciple of Antonio Yeniziano. But it appears, 
beyond a doubt, that Stamina bequeathed his art to one of his 
pupils called Antonio Vite, and some clue to the style of the first 
may be found in the works of the second. Gherardo was born at 
Florence in 1354,* and having mastered design and painting under 
Antonio Veneziano, he settled in Florence, where, in spite of rude 
manners and a hot temper, he found patrons. Not long after the 
completion of a series of frescoes in the chapel of the Castellani . 
at Santa Croce, which he executed for Michele di Yanni, the 
disturbances of the Ciompi (1378) occurred at Florence, and 
Stamina became involved in them. In danger of his life, he 
retired and journeyed under the protection of certain merchants 
to Spain. In 1387 he again resided in Florence, where he took 
the freedom of the painters' company.^ He decorated the chapel 
of San Girolamo at the Carmine, in wliich he introduced Spanish 
costumes and displayed a certain versatility of humour.* He ' 
executed, in 1406, at the top of the steps leading from Santa 
Maria sopra Porta to the Palazzo della Parte Guelfa, a fresco 

^ Vasari, ed. Santoni, ii., p. 6. 

' He appears in the Libro de' Pittori in 1387* as "Qhezardo d' Jaoopo Starna ' 
depintore." Gualandi, u.s., Ser. vi., p. 182. 

* Aunitnin, MmoriaU, u.s., p. 16. He died at the ig» of Ibrty'iiinei nj» ^ 
Tasabi (ed. Sausoni, ii., p. 9). But if he was bom in 1864 and paintod liieSt 
Dionysius in 1406, he omst have bpen older. 

* MilauMi held that Starnina died in 1408. . See Yasam, ii*, p. 9. 
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oomoifimorative of the sale of Pisa to Florence, representing St. 
Dionysius between two angels above a view of the city of Pisa. 
Many other works, says Vasari, were executed by him, and in- 
creased his fame^ and he might have gained a higher position, but 
that he died and was buried in San Jacopo sopra Amo at Florence. 

The dates we observe are sufficient to show that Starnina might 
have been a disciple of Antonio Veneziano. Masolino, being the 
pupil of Stamina, inherited much of Antonio's manner. Hence 
Stamina must have painted in a style not dissimilar from that 
of Antonio. Unfortunately, the very first set of frescoes which 
Yasari assigns to Starnina are to be considered as work of another 
painter. The Castellani chapel was founded and decorated in 
obedience to the last will of Michele di Vanni di Ser Lotto 
Castellam, who died in 1383.i Till a very recent period most 
of its frescoes were concealed under whitewash; but the four 
doctors and the four Evangelists in the ceilings, which escaped 
the brush of the whitewasher, were sufficient to sliow that that 
portion of the chapel at least was pamted by an artist who was 
not Starnina. Since the recovery of the whole cyclus in 1869 
it is more than ever apparent that the true painter of the series 
is Agnolo Gaddi. On the wall through which the entrance arch 
gives access to the chapel, there are now two fine figures of 
prophets with scrolls. The quadrangular space inside is divided 
into two by an arch on pilasters ; but in describing the piotores 
which fill the courses on the walls we shall neglect this division 
and register the subjects as they appear when seen in a procrees 
from left to right. 

Inside and about the entrance arching is the Martyrdom of 
a Female Saint (lunette), beneath which is the Temptation 
of St. Anthony. To the right of the latter the miracles of 
St. Nicholas are illustrated in a lunette and two lower fields of 
compositions; whilst episodes of the life of the Baptist, beginning 
with the Annunciation to Zachariah, in a lunette fill the next series 
of courses. The wall in rear of the altar contains two scenes from 
the life of John, and two from that of St. Nicholas. The aide 
wall to the left is almost exclusively filled with incidents from 

^ See the statement to this effect in UldsrIOO Mii>ioi*b La OkUta di Santm 
Crou « il Municij^t il<xmo», 1869. 
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the legends of St. Anthony and the hermits of the Thebaid 
Desert, one of the lunettes only comprising the Vision of Patmos 
on the lines of Giotto's composition in the Peruzzi chapel. 

Judging of this series solely from a technical point of view, we * 
shall observe that the whole series bears the impress of the hand 
of Agnolo Gaddi and his assistants, being more careful and more 
finished than the large and highly decorative cyclus in the choir 
of Santa Croce. We cannot, for this reason, accept Yasari's theory 
as to the authorship uf Stamina, unless we affirm that Stamina 
was an exact adopter of Agnolo Gaddi's style. 

A figure of a prophet in a recess of the Castellani chapel is 
represented in flight and holding a scroll on which Hebrew lines are 
inscribed. It is of a later date than the doctors and evangelists 
of the ceiling, but being much damaged, no longer displays much 
relationship with the works of Antonio. The St. Dionysius, 
although in existence at the time of Baldiuucci and described by 
Hicha, is now obliterated.^ In Spain no vestige of Stamina's 
works is to be seen. 

A clue may perhaps be found to Stamina's manner if we 
examine critically the frescoes of Antonio Vile, whom Slarnina 
once sent in his stead to paint the chapter-house of San Niccola 
at Pisa.^ 

We are told by Vasari that Antonio Vite executed a series of 
frescoes in the Palazzo al Ceppo at Prato.* Time has obliterated 
these paintings, but it is perhaps necessary to bear in mind that 
no documentary evidence can be found to corroborate Vasari, 
whilst there are proofs in records that two well-known artists 
worked at the Palazzo del Ceppo in 1411, and these are Niccol6 di 
Pietro Gerini and the Portuguese Alvaro di Hero, whom we shall 
have to notioe presently.^ There are, however, frescoes in a 
chapel opening into the right transept of the cathedral of Prato 
which sufficiently illustrate Vite's manner. 

> Balbikvooi, tt.f., iv.i p. 616; Righa, C%i«M, iii., p. 262. 

* Tasabi, ed. Sansoni, ii., p. 8. These paintings m San Niccola represented 
scenes from the Passion ; they do not now exist. They were painted, according to 
Manni (Notes to Baldinncci, iv., p. 537), for Giovanni dell' Agnello in 1403, and 
inscribed ANiONirs vite de pistorio pinxit. 

' Vasari, ed. Snaoni, iL, pp. 8, note, and 26. 

* See O. QvAsn, HmnarU di Maria «. M Soeeono (Pimto^ 1871), p. 46 and jwalia. 



Digitized by Google 



xvm.] AimiriO'S WOBKS AT PBATO AND FISTOU 293 



Aceoidii^ to Ciampi, Vite "completed the chapter-hoiiso of San 
Francesco at Pistoia which Pucci Capanna had left unfinished,^ and 
painted hmooes at Sant' Antonio Abate in the same city; unfortunately 
the remains which are still visible in that edifice ^ are not all by the 
same hand. In the ceiling, now divided into three parts by the 
reduction of the eclilice to tlie form of a dwelling-house, the Saviour 
is depicted in glory presiding over Paradise ; and above him, the signs 
of the Zodiac are represented. This much-damaged painting is by a 
feeble artist of the close of the fourteenth century, educated under 
Orcagna. But in otlier parts of the edifice, the creation of Adam and 
Eve, scenes from the life of the Virgin and the Saviour, and from the 
legend of St. Anthony, arc also produced by one whose feeble style is 
repeated in the ceiling of the chapter-house of San Francesco. It haa 
already been olieerved, when treating of Pueeio Capanna, that these aze 
f eehle productions ; and oertainlj the long, lean figures are ill calculated 
to arrest attention. 

Yet these feeble works axe of interest, because other somewhat 
similar productions may be seen in the chapel of the cathedral at 
Prato, to which reference has just been made. 

The two walls of this ohapel are divided into three courses of sinj^e 
frescoes. On the lunette at one side is the Birth of the Virgin, and 
beneath, tiie Pkesentetion in the Temple and the Maniage of the Virgin; 
on the lunette of the other, the Dispute of St Stephen, and beneath 
it the Stoning and wail over the saint In the triangular sections of the 
ceilings four figures symbolise fortitude^ hope, fai^ and charity; and in 
tiie vault of the entrance, four buste of saints are placed.* 

Of all these frescoes, three — the Marriage of the Virgin, the 
Stoning of Stephen and the wail over his body — and the whole of 
the frames and medallions, are by a rude artist of the fifteenth 
century, whose style recurs in the scenes from the Old and New 
Testament and from the life of St. Anthony in Sant' Antonio 
of Pistoia. Having thus ascertained that Antonio Vite is a fourth- 
rate artist, it is of comparatively little interest to notice the few 
facts recorded of his life.^ 

^ It is now No. 85, Piazza San Domenieo at Pfatoia. 

• One of them St. Paul. In the painted frames are busts of propheta. 

* See ToLOMEi (Guida), n.s , p. 116, also Milavesi, Doc. Sen., u.s., i., p. 48. It 
will auffioe to remark that the works of the Campo Santo at Pisa, i.e. scenes from 
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Neiliher frasooes of Tito in the chapel of the Daomo at Piato 
have an interest heyond their artletie value. Thej are the 
oontinaation of a series in part oompleted by another and abler 
painter. Without presoming to affim that Starnina was oi^linally 
employed to ezeente this work, it seems natural Yite should 
be asked to fimsh what his master had left iocomplet& The 
Krth of the Virgin, the Pliesentation in the Temple, and the 
Sennon of St Stephen are frescoes which invite study. Th^ are 
less attractive at a first glance than they become on a doeer 
inspection. They are evidently the production of one of those 
artists who devoted themselves to the analysis and study of form 
and its appearance in perspective, and who belonged to that 
important class which led up to Ghirlandaio. The artist was 
a student of the anatomy of form like Paolo Uocello, Fiero della 
Franceses, the Peselli, and others. In a composition of ten figures 
grandly distributed in the lunette, he represents the birth of the 
Virgin, and shows that he inherited the daasic Tuscan style. In 
four figures of females advancing with oflTerings, we remark a 
certain realism in the profiles of the heads, but at the same time 
some of tiie characteristics which distinguish a similar incident in 
the Ghirlandaio frescoes of Santa Mfoia Novella at Horenca • 
Whilst a certain afl^ectation of bearing reminds us of the creati<ms 
of Paolo Uccelk) or Hero della Franceses, the costumes and 
character are those of the rise of the fifteenth century. The 
chief interest of the piece lies m the composition and its 
combination with types less remarkable for beauty than for a 
realistic display of human form. Great dastici^ and firmneea 
of step may be found in a femsle figure, of slender and graceful 
stature, descending a flight of steps. St Anna in bed washing, 
and attended by a maid pouring water over her handay a female in 
the centre of the middle distance holding the new-bom infant, 
are more in the feeling and habits of the fourteenth century. A 

the PasBion and the Crucifixion, by some assigned to BuQalmacoo, though feeble 
produotimM, are yrt not bj Vito. Taaul &tkim ^l» Dntoow of fhe ehapter oC 
San Nioool6 at Pisa, 1408. TohauA ttfttet thftt Antonio livod early as 1 347, that 

he was of a family established ttt Lamporecchio, and that he was of tlie council of 
Pistoia in 1378. Delia Valle supposes him to be the same wlio appears in 1428 
under the name of Autouio di Filippo da Pistoia in the register of Bienese painters. 
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grand and finely draped figure, kneeling in the right foreground 
of the fresco of the presentation in the temple, exhibits all the 
intelligence of form that one might expect frcnn the later painters 
above mentioned. The coloiirless head proves to have been pre- 
pared with the bluish grey common to this time; and a similar 
feature may be noticed in two figures standing to the right of the 
kneeling one on whioh the soft manner of Maaolino is impressed. 
The painter^s power in oomposition, his finnness in design, his 
relationship to the artaats already named, may be farther traced 
in the next lunette scene, where St. Stephen, with ontstietohed 
arms, preaches to an miraly crowd in front of a temple. The 
grandeur of certain figures, such as that of an old man in profile 
withheld by another from attacking the dauntless saint, cannot be 
denied, llie technical process is here again revealed in parts 
which have been deprived by time of their colour. The bluish- 
grey preparation of rough texture has been laid bare, and where 
this has occurred the colour is somewhat weak and flat. But in 
the parts which are preserved the yellowish flesh tint, glased with 
warm transparent tones, is light and dear, though not more 
relieved than in the frescoes of Masolino. 

Comlaned with a certain originality, these frescoes reveal, as 
has been seen, a relationship with tiiose of other pauiters of 
the early part of the fifteenth century whose connection with 
Antonio Yeneziano through Stamina is asserted. It may therefore 
be inferred that they are by Stamina,^ whose talent is celebrated 
by Yasaii in terms of no common praise.* 

* 1 In fht present state of our knowledge it seems to nt impatrfUo to ottribato 

any existing work to Starnina, except in the most tentative manner. 

* We might neglect, but still cannot altogether omit, the following points. 
Diwdon MnaoniD, Koo. 17 and 18. ThtM •» obmHir pietnzw nprnenting (17) 
St MUhMl, (18) Baphael and IbbiM. Tbiey im ootakigawl u by Bteniiiio,* but m 
&r as can be judged in their restored condition seem really tobolqf MXlMOOllktiiniotor 
of the manner of Doroenico Ghirlandaio or Filippino Lippi. 

Florence, Lombardi collection. There was once in this collection a Deposition 
from tiie Orcm of tnuill dimenaions, engraved In Roaliii under Staraina'a nanM It 
ii of the time and school of Cosimo Rosselli. 

* The St. Michael and St. £aphael at Dresden are now oatalogoed as "Sohodl of 
Domeuico Ghirland^o." 
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LORENZO MONACO AND OTHER FRIARS OF THE 
ORDER OF ST. ROMUALD. 

\F the same age as Stamina, aud better known than that master, 



V/ because his works have been better preserved, Lorenzo Monaco 
inherited the manner of Agnolo Gaddi and Spinello Aretino, and 
carried into the fifteenth century remnants of Giottesque and old 
Sienese tradition. He was bom at Siena» where he probably 
took liis first lessons.^ 

Lorenzo Monaco's pictures are remarkable for extreme delicacy 
of outline and careful blending of tints, coupled with incorrect 
drawing of details and affected slenderness of stature. But, not 
unfrequently, expression is given with the force of Spinello. 
Lorenzo Monaco was a friar of the Camaldoles, and he entered 
the convent of the Angeli at Florence in 1390. Having finished 
his novitiate he professed on the 10th of December, 1391. His 
name as a layman was Piero di Giovanni del popolo di San Michele 
de' Bisdomini, and it is not without interest to note that an artist 
of that name was on the books of the guild of painters at 
Florence in 1396. The register of the brethren of his convent 
seems to confirm that he left his cell to labour in various parts ol 
Italy. According to a recent chronology he painted an Annun- 
ciation in the Carmine of Florence in 1399-1400, and went to 
Bome, where he finished miniatures for Cardinal Angelo Acoiaiuali 
in 1402. He designed cartoons for glass windows at Orsanmichele 

^ In a book of reeords of flio monAstery of tho Angels at Florence, to whieli 

Lorenzo was affiliated, a passage occurs in which he is called " Lorenzo dipintore da 
Siena del nostro ordine," and noted as the life purchaser of a house next door to the 
monastery on the 29th of January, 1114. See Gaetano Milaneei in Appendix to 
Vasabi, ed. Sansoni, ix., p. 252. 
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of Florence in 1409 ; and distinct traces of his occupation as a 
miniaturist, or in the execution of frescoes and altarpieces, can be 
followed till 1422.^ The cause of his clinging so long to the 
customs of earlier Tuscan painters is his choice of the monkish 
habit, which probably led to his adoption of monkish tradition, 
eapeoially in miniatures. Though he was bom before Angelico, 
he served that master as an assistant. But he also painted several 
excellent pictures which survived till our times, though the only 
work which bears his name is that of 1413 preserved in the abb^ 
of the Gamaldoles of Ceretto» between Florence and Siena. It 
was ordered for the great convent of the Angeli at Florence^ and 
removed in the sizteenth century to the branch establishment of 
Ceretto^ and it is marked by certain peculiarities which enable us 
to classify others that do not bear a signature. Amongst these 
we note, in the church of Monte Oliveto at Florence,* a Madonna 
and saints dated 1410, at EmpoU, between Pisa and Florence, a 
Virgin and Child with saints dated 1404. Lorenzo shows himself 
in the last of these works a finished artist. Hence we may 
believe ^t he was bom about 1370.* He so completely carried 
the manner of the Giottesques into the fifteenth century that a 
picture evidently by him at the Academy of Arts at Florence was 
assigned by Yasari to Giotto; and two of his panels at the 
National Gallery are still considered to be by Taddeo Gkiddi. 

The altarpiece in the collegiate church at Empoli represents the Virgin 
enthroned, with a book in her hand and the infant Saviour clinging to 
her neck, whilst his fingers are on the l^ook. St. John the Baptist and 
a youthful saint carrying u sword attend on the left, St. Peter and 
St Anthony the ahhot are on the right. In the side pinnacles, which 
are alone pieaerved, we notbe the angel and the Yiigin annunciate.^ 

Of equal finish, but falsely catalogued under the name of 
Gentile da Fabriano, is a small gabled diptych in the Gluny 

^ Compare G. Milaiiesi's note to Vasari (Sausoni ed.), ii., pp. 18, 20, and 31; 
Goalandi's register of the Floreutiue painters' guild in Memorie, etc., vi., p. 1S7. 
** TioB piotore is now in the Uffi^ 

' We WW that Lorenzo Monaco professed in 1391. He could not have done 80 
before he was of ago, i.e. twenty-one. His birth is tlicrefore autecedent to 1370. 

* Empoli. The central pinnacle is gone. The figures are half life-size. The 
date 1404 is on the base. 
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Museum in Paris, in which there aie Chmt on the Mount and 
the Women at the Tomb of Christ* 
At Monte Oliveto the altarpiece is lazge and important 

The Virgiu enthroned holds the Child in a standing attitude. Two 
angeLa support the tapestry behind her, uu the left are St. John the 
Baptist and St. Bartholomew, on the right St Thaddens and St. Benedict^ 
on the anglM of the nichee axe meddlions of prophets, in the vgeix. the 
Eternal, the angel and Yiigin of the annunciation.' 

More important again is the work of 1413. 

The form of Lorenzo's altarpioces is that of the fourteenth century, 
and that of the al)bey or Badia of Ceretto, which is fifteen feet high, 
without the tliree pinnacles, and twelve feet long, is a triple gable on 
pilasters resting on a pediment. In the pediment the Adoration of the 
Magi and the Adoration of the shepherds are side by side in the centre, 
with two scenes from the life of St Bernard on each hand. The 
pilasters, in three courses, are decorated with six prophets; the three 
pinnacles, with the Eternal in tiie centre^ the angel, and the Viigin 
annunciate; the great central panel wi^ the Coronation of the Yiigin. 
Sixteen angels form a choir round tiie throne, vhich rests on a staned 
rainbow. In fronts three angeb ware censers; and at each side axe ibid 
apostles and prophets, amongrt whom are St Benedict, St P^ter, and 
St John the Baptist on the laft^ and St Bomusld on this ijghi 

Lorenzo waa not a master of composition. His long and 
slender figures are remarkable for an affected bend and an in- 
secure tread; but his drawing is careful and minute, bis genend 
tone has the gay softness and transparence of a miniature^ and 
his flesh tints are carefully blended Draperies of breadth and 
mass dose witii a peculiar loop. His technical method of working 
is less Giottesque than his forms. The kej of hannony in his 
altarpiece at Ceretto, as indeed in all those which he praducsd, 
is that of a miniaturist of the fifteenth century. In the small 
compositions of the pediment he reveals something of the religions 

^ Cluny. The date on the diptych is anno domini mcccc^'iii. 

' This perfectly preserved altarpiece ia now at the Uffizi Gallery (No. 41). It is 
inscribed AVE GRATIA flexa dom*. jzcvm. an. d. mccccx. It Is in tempera on gold 
ground. 
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feeling of the SieneBe, espedaUj of Tnini, a peooHaiity fittang 
bim at a later period to asaist Angelica^ 

A amaUer Coronation of the Virgin, which evidently once 
formed the centre of an altaipieoe, is that whi<^ not long since 
adorned a private dinrch helongmg to Signer Landi, near Ger- 
taldo.' Three angels are in front of the throne.' ' The side panels 
are probably those representing aainta in the National GaUerj 
under the name of Taddeo Gaddi^ They, have the same relation 
to the central pece in possession of the Signer Landi as the 
sides of the Ceretto altarpieoe to its centre. Possibly the picture 
before its dismemberment and the loss of its pediment and 
pilasters had been in the Camaldole monastery of San Benedetto, 
outside the Porta a Pinti in Florence, an edifice rained daring the 
siege of 1529. Yasari states that the sabject was the Coronation 
of the Yiigin, similar to the altarpiece of 1413, and exhibited in 
his time in the Alberti chapel under the cloisters of the monastery 
of the Angeli at Plor6nc&' If restored to its original shape by 
the junction of the centre to the wings in the National GaUeiy, 
the altarpiece would diflfer in nothing from that of Ceretto, except 
in being smaller and in having eight saints in each of the sides 
instead of ten. 

The picture of the Academy of Arts at Florence is an altaipieoe 
in three parts, representing the Virgin shrinking with terror in 
her attitude from the visiting augel, a piece assigned by Vasari to 
Giotto,® and praised by him because of the tremor expressed in 

* The alUrpiece of Ceretto is inscribed as follows: — 

ILfiO TABULA FACTA EST PBO ANIHA ZKNOBII CECCHI, FAASCHX XT SUORUM IN 

jUHxncraHaATiora units Avaxxm tabuub pxb vdic in hoo . . . (*-^^)vBsm 
nmxina it suoevm, movaoe mim <mmn m sax dbphizit ahxto somvi 

ICOOOOXIII MEMBB VlBBrARII, TKMPORE DOMIXI MATHEI PRI0RI8 HUJU8 IfOXASTERII. 

Of the three angela in front of the throne the central one is repainted. The 
Mints at eaeh side of the coronation are ten in number, in all twen^. The aaint'a 
haid iifnwt the Virgin <« iho xiglit if repainted. A choir of nd aenphi tinnmiiili 
tiie SStemal in the pimuusle. The pedimmt panels are partly dimifad, 

* ' It is now in the National Gallery ; but is not as yet joined to the two wings. 

* The panel is mutilated, with a hole at the centre of the base. The Virgin's 
red dress has lost its colour ; and the ashen preparation, retouched in lights, is now 
to be seen. The green drees of the oentral angel is repainted. 

* No. 215-16, Nationil Osllecy Oatslogoo; restored. 
» Vasari, ii., p. 211. 

* Jbid., L, p. 811. See also aiU$9. 
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the action and feuLures of Mary. In the side panels are St. 
Catherine of Alexandra, and St. Anthonj aud St. Paul and 

St. Francis.^ 

One of the finest and best-preserved altarpieces of Lorenzo 
Monaco is, however, the Annunciation in tlie BartoHni chapel at 
Santa Trinita of Florence, in which the angel kneels, whilst the 
Virgin, of a long and slender form, presses her right hand to her 
breast and raises her head to listen. The draperies are trailing, 
but tine in the round sweep of their folds. A soft expression, an 
air of questioning in the open mouth, are peculiar to this figure 
of the Virgin; whilst the character of the angel recalls that of 
Agnolo Gaddi at Prato, not only as regards type, but as regards 
outline and the swollen forms of the fingers. Lorenzo displays 
some religious feeling, but defective drawing In this, and par- 
ticularly in the mode of defining the eye^ he was especially 
influenced by Agnolo Gaddi. If his peculiar gaiety of tones and 
relationship in style to Spinello be considered in addition, Agnolo 
may well be described as the master of both. Eight saints in 
pilaster framings, and three prophets in the pinnades m charac- 
teristic work of the master. The pediment scenes representing 
the Visitation, the Nativity, the Epiphany, and the Flight into 
Egypt^ are most carefully executed ; and the Adoration of the 
Magi especially combines all the artist's meditative calm with 
warm harmonious colour. 

The church of the Trinity at Florence was one of Lorenzo 
Monaco's most frequent haunts. He painted several chapels in 
it ; and not long since a fragment of his frescoes in the Bartolini 
chapel was rescued from oblivion by the removal of a layer of 
whitewash. Amongst the remnants ia a composition in the upper 
couise of the building representing the Virgin's death. The 
couch on which she lies is surrounded by the twelve Apostles, 
whilst her soul, in the form of an infsnt^ ia taken by the ^Redeemer 
to heaven. 

* ^ Florence Academy, Sale dei Maestri Toflcaiii, SaU No. 148> from the Badia 

of Florence. The figures are of half life-size. 

Three pinnacles of an altarpiece (in the Florence Academy, No. 166) are by 
Lorenzo Monaco, and form part of a Deposition from the Cross by Angelico. In 
tiie tame oollectioii are pndeUa pictorea by Don Lonouoi npnaenting the Nativity 
(No. 145), scenes from the lirea of St. Onofrio (No. 144), and St. Martin quelling a 
•torm (No. 14S>. 
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Part of a predella in the convent of Vallombrosa, with St. 
Francis receiving the Stigmata, well represents Lorenzo's manner. 
St. Francis kneels and receives the rags from a crucified 
seraph. In the foreground is a fountain in a rocky landscape, 
on one side the sea agitated by a storm, a vessel tossed on the 
waves, and St. Nicholas holding the boom to which the sail is 
attached, and so savina: the ship. Further back the same vessel 
approaches the shore, and a rainbow indicates the passage of the 
tempest. There is much energy in the form and expression of the 
principal figures. 

Two small panels, Nos. 1,123 and 1,136, not now exhibited in 
the Berlin Museum, representing St. Mary Magdalen and St. 
Lawrence, at whose feet a cardinal kneels, and an Annunciation 
are correctly assigned to Lorenzo Monaco.^ 

The same may be said of an Adoration of the Magi, now 
belonging to the Prussian State, and lately in the Baozynski 
collection at Berlin.^ 

In the Lindenau or Pohl collection at Altenburg is a small but ex- 
quisite and well-preserved little picture representing the Virgin and 
Child on an ass led by St. Joseph, and attended by two women 
bearing palms. This piece, numbered thirty-one, is classed as a 
work of the Sienese school, but may well be by Lorenzo Monaco. 

The same style is apparent in an Adoration of the infant 
Saviour by the Virgin and St. Joseph in front of the stable of 
Bethlehem, above which eleven angels appear — a capital altar- 
piece, in the palace of Meiningen, that recalls Angelico, but is 
most probably by Lorenzo Monaco.^ 

* ^ The Annunciation ia now at Odttingsn, In tibe UniTerrity Gallery. 

* ' This picture is now in the Naiional Gnlerie, Berlin. 

' At the UlHzi is a series of three pinnacles, formerly in Sun Jaropo .So]>ra 
Arno, in one of wliich the Saviour appears crucified, with two angels gathering the 
Uood from the wounds of the huid^ and in the two othera are St. John and 
the Virgin in grief (dress of the latter injured). The fragments sold by the fathers 
of St. Michele of Pisa, and lately in the hands of Signor Toscanclli in that city, 
are iu Lorenzo's manner, but of less talent than he usually exhibited. We shall 
have to note, in a aketoh of the worka of Taddeo Bartoli, a Virgin and Child witii 
four saints, attributed to Lorenzo Monaco, in San Michele of Pisa. 

In the corridor of the Uffizi, No. 39, may be .soon an Adoration. It is a pretty 
picture, gay and soft in colour, and Hat in general tone. The Annunciation, the 
pnypbali, uid ^e Eternal on tibe frame are, however, hy Ooaimo BoeaeUL 

The oompany of St Luke at Florence (near the Annnnriata) also owned a work 
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Two pietam in the Mimicipal G«Uety aft Fkito detem attention. 
One lepieeente the Yitgin end ChDd between ieintB|i and hae all 
the chaiaeter of the maeter; the eeoond is in the manner of one of 
hie pninla, of whom we ahaU speak pieeently. 

That nnmeroos painten kbonied in the Oamaldole conyenta of Ita]j 
is evident from numerous records. The annotatois of the last edition 
of Yasari^ notice miniatoiea bj a friar of the order in the choral hooka 
of Santa Crooe^ signed DON sncov OBDiina CAiULDULiNSia. Yaaaii 
mentions as a foienuuier of Lorenso Monaco' one Don Jacopo, who 
had executed numerous miniatures at Florence, Rome, and Venice, and 
a papil of Lorenso^* one Fiaacesco, who in the fifteenth century painted 

of Lorenzo, being the central composition of a series of three in the pediment of 
an altarpiece. This cantral scene represents the hirth of tihs Ssiionr, whilst tiie 
side sosnss tsksn from the Utss ni St Cosmo and St Dunisii are by Angelico. 

♦ The editor was unable to find the picture of the Nativity. The six small 
pictures representing scenes from the lives of SS. Cosmo and Damian vhick once 
formed part of the predella are now in the Florence Academy (No. 243). 

^ St Benediot Bt Ostherine (lea), GfoTsaid GvallMrto and St Agatha (right). 
Two angels in rear. The Annunciation in side gable; osntnl gable gone. Ib Um 
style of Lorenzo is a so-called Taddeo Gaddi at the Louvre, representing St. Lawrence, 
St. Agnes, and St. ilaigaret, [* This picture, No. 1,348, is now given to Lorenzo 
Monaco in the othcial catalogue of the Louvre. We do not regard it as a work 
•zecntsd by Lorenso.] We may add the followinf : A picture fonnsriy at Glen^an, 
in Scotland, predella assigned to Masaccio, representing a novioe entering orden 
(thirteen figures), a small jmnel with the genuine character of Lorenzo. Copenhagen 
Museum, No. 161, a fragment representing the Annunciation, a nan in prayer, and 
St Benedict [ e f St Bernard], This also is a work by Lorenzo. Perugia Gallery, 
Noo. 108| 108, 104, from the Osnnine of Fsrngia. Ibis is sai sltsipleee in three 
parts, representing the Virgin, Child, angels, and saints. It is wrongly attributed 
to Lorenzo, being by a poor Umbro-Sienese painter of the fourtcentli or fifteenth 
oentary. Lorenzo, says Yasari, painted the Cappella Fioravanti in San Piero 
IfaggioTB (Tasabi, ii. p. 211 ; and RiOBA, Ckim, L 142), tiie sitstpieoe of theehapel 
of the Sangalefeti in San Piero Sdhersggio, representing the Yiigin and OhUd between 
saints (Vasart, p. 211), and the frescoes of the Ardinghelli chapel in Santa Trinity 
{Ibid., p}). 211, 212), frescoes in the Gertoea {Ibid., p. 212), and a Gruciiixion at the 
Bomiti. All these have perished* 

* In Sir IVederiok Oook's eolleotion is a beantiftil little Madonna by Lorenso 
Monaco. There are two i t markable drawings by him, representing the Journey of 
tlie Three Kings and tlu^ Vi.sitation, in the Berlin Mviseum. In the same gallery is a 
small Madouna which is closely related to that in the Cook collection. Mr. Charles 
Loesor has a similar picture. These three Madonnas are early works. Another 
Madonna, dated 1404, is in the possession of Dr. Oswald SirAi, of Stoekhohn, a 
learned authority on L(«enao's art In the Morslli ooUeotion at Bergsmo is a Dnd 
Christ by Lorenzo Monaoo* 

• Note 1 to p. 218, ii. • VASAai, ii., p. 218. « Ibid., p. 214. 
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a tabemads at the oonieT of Santa Maxia KovaUa. Vattiges of (he 
frescoes of this tabernacle remain,^ perhaps, originally tastily colonxed.' 

One Andrea da Firenze existed at the latter period, whose style 
might lead to the belief that Yasari intended to speak of him when 
alluding to a pupil of Lorenzo Monaco. A lar^ altarpieee, signed 
ANDREAS DB FLORBNTIA 1437, may still be seen in a room, once a cliapel, 
contiguous to the church of Santa Margarita of Cortona. It is a large 
composite work by an imitator of Masoliuo and Angelico.^ The weak, 
slender, and mechanically executed figures with their long necks are 
reminiscent of Masolino. The outlines are minute and tenuous, like 
those of Angelico, but the draperies are curved and poor, though care- 
fully detailed. The light, warm, and rosy colour is grey in shadow and 
generally flat, the dresses being in light keys of colour. The huest 
parts are the pediment scenes, one of which, representing the death of 
the Virgin, is almost a copy of the same composition by Angelico. 
The artisti who reminds ua ao much of leaa able portiona of Maaolino'a 
work or of Maaaocio'a at San Clementei was of Lorenzo Monaco's thne» 
and may have heen an aaaiatant to Angelico. It xe veiy likely, indeed, 
that many feeUe ptetoiea aaaigned to the latter axe hy this Andrea.^ 

The ConTenion of Constantine, in which the Emperor kneela at the 
feet of 8t. Sylveater between St. Fater, St Fanl, and two angels, a 
pictoxe in the CSaaa BameUi at Fahtiano, ia inaciibed oontibbio oon- 

1 The Virgin and Child is still represented by the head of the former, Slid at the 
sides a figure of St. John the Baptist may be distinguished. 

* Two panels, Tvith nameroiis angels, much resboied, in this nutsner, were ones 
in the Ugp Beldi eoUeotion at Florence. In Pias, Signer Toeoanelli once poaaaaied 

a picture signed by Francesco aii'l rlatod 1417, representing four saints, showing a 
decUne from the style of Don Lorenzo Monaco. By Francesco, because of tlie 
certain^ arising from the foregoing, are doubtless inferior pauels in the manner of 
Don Lorenso. We ntsy fhns assign to him a Yii^^ and Child between sainti, with 
legendary soenee in the predella, originally in San Girolamo outside Gubbio. 

" In the centre the Virgin, in an elliptical glory, is taken to Paradise by six 
angels, St. Thomas kneeling beneath receives the Virgin's girdle, and St Francis 
and St. Catherine pray at lus sides. In the upper ornament the Annunciation and 
Moses sad Daniel are repreeented. The pilasters in four ootmes oimtain (left) 8t 
Anthony the Abbots St. Benedict, St. Fabian, and St. Peter (right), St Sebastian, 
St. Nicolas, St. Jerome, and St. Paul. Peter and Paul are in the uppermost division 
at each side. On the pediment, immediately beneath the pilasters, are two kneeling 
females, probably the donors ; and three scenes repreeenting the death of the Viigin 
(centre), tiie mertyidom of St. OstheruM (Isft)^ end St Inuicis reoeiTiDg the 
Stigmata (right). 

* The whole of this altarpieoe is presenred in its original Orame^ with sn over- 

hangiiig entablature. 
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wtAwmth BOO OPTO wwoa ahpbias ni FLOsnnru, and is the author 
of tho altaipiece of Gortona. The comremon ia^ howerer, compaiatiTely 
rode in execution.^ 

A small picture of the same class, by a Camaldole friar, may QOmiplete . 
this series. It is in the choir of the church of the Camaldole convent, 
two miles from Naples, and is inscribed: pbtrus dominici de monte- 
PTJLciANo riN'XiT Mccccxx. Here the Yirc^in sits on a piece of gold 
Lrocade, with the infant Saviour on her lap, and throws back with one 
hand tlie veil from liis shoulder.^ Four angels playing music at the 
sides, two al)ove, suspend a crown over the Virgin's head. The w^ork is 
tliat of a miniaturist. It has something in colour approaching to that 
of Lorenzo Monaco, the tone being rosy, flat, light, and greatly fused. 
The slender figures are beneatli eren those of Lorenzo, the draperies 
circular in fold, like some in the Sienese school. The finish is beyond 
description minute, and reveals great patience in the artist The foim 
of the Siliiit is Iqr no means pleasing. This Fetms was a monk at 
Naples, but a TuBcan bj birth, Hontepulciano being at no gieat distance 
from Srana. 

* In the Municipal Gallery at Prato is a picture already referred to, represent- 
ing the Virgin and Child tiitliromd between saints, and subordinate episodes in 
pinnacles, pilasters, and predella, which has the character of Andrea's altarpicco . 
at Oortona. At Florause, in en upper cloiitor of the BadU, nre aoenet of the life 
of St. Benedietin the style of Andrea. The same manner is displayed in tho pictures • 
of tlie Campana collectioo, aal»e(|ii«ntly in the Loavre, in Paria» whieh were falaely 
assigned to Augelico. 

^ Her blue mantle is adorned with angels' heads. 
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Ohibellina, 83, Ifil 
Zecca, 2fiS 
Figline (near Florence), 2i2 
Forll, the Cathedral, 15Q xl 

Gaeta, lOfi 
Galatina, IM 

Geneva, the Mus^e Fol, L33 n> 

Genoa, the Garibaldi Collection, 246. 2i2 

S. Gemignano, 260, 2fifi 

S. Giovanni di Valdelsa, 253 

Glentyan, Scotland, 140, 302 

Gaaldo, 154 

Gubbio, 263, 302 

Highnam, near Gloucester, Sir Hubert 
Parry's Collection, 111 n^ 214 See 
also a note upon line 6, page 179, in the 
"Corrigenda and Addenda" 

Lecceto, 95 

Liverpool, Walker Art Gallery, Boscoe 
Collection, 82 

London, Dudley Collection, 112 
Eastlake Collection, 12fl 
Maitland Collection, 112, 140 

1 It may be nmarked here that it is a peen- 
liaritv of Florentine nomenclature that "8. 
Trinita" of Florence has no accent. 



London, National Gallery, 13fi il, 132 n., 
176. 139 n^, 214, 256, 263, 
297. 299 
Mr. Harry Quilter's Collection. 
258, and " Corrigenda and 
Addenda" 
Victoria and Albert Museum, 
212 IL 

Maoerata, S. Francesco, IMl 
Macrobius, 82 

S. Maria Pomi>osa, 62, 76, 151^ 152, 153 
Meiningen, 214 n^ 301 
Milan, Siencse masters at, lilfi 132 n. 
Anibrosian Library. See Milan 
Biblioteca Ambrosiana, 43 
Brera, 89^ 108, 123 n. 
Modena, Bergom Collection, Iflfl 
Cathedral, 152 
S. Domenico, 15S 
S. Spirito, 15ft 
Monreale, 10, 11 
Munich, Gallery, 111, 139 il 

Naples, S. Angelo a Nilo, 105 

S. Antonio Abate, 104, 2M 
Castel Nuovo, 90^ 91. 92 
Castel deir Uovo, ai 
Camaldole Convent, 304 
8. Chiara, 90, 91, 92, 9£i 101 
S. Domenico Maggiore, 104 

Cappella Brancacci, 104 n* 
8. Giovanni in Carbonara, 102 
the Incoronata, 95-99. 102. 103 
S. Lorenzo, 105 

S. Maria Donna Regiua, 94^ Qfin. 
Monte Oliveto, 103 
Museum, 103, 106, IM 
Nuovoli, 233 

Orvieto, Cathedral, 119, 120, 207. 216- 

218 — — 

Oxford, Christ Church, 112 

University Gallery, 132 n^ 213 

Padua — 

S. Antonio, 73, 74, 110, 151 
Arena ChapeT7 31 n., 32 n., 56, 
67-66, 69-73, 118, 127, 184 
Church of the Eremitam, 25 n. 
Museo Civico, M 
the Salone, 25 
Palermo, S. Niccold, 279, 287, 283 

Prince Trabbia's Collection, 288 
Paris, Cluny Museum, 223 

Louvre, 110, 133 n^ 176, 302 XL 
Reiset Collection, 111 
Parma, Gallery, 111, 238 
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Perugia, Oasa Oddi, ]M 

8. Domcnico, 162^ 163^ 123 
Pinacot€ca, 132 IL. 
Pesth, the National Gallery, 41 n., 258 
S. Pietro a Mezognano, near Poggibousi, 
132 

Pisa, Baptistery, 11 

Campo Santo, 59, m n^ 122^ 123^ 

162. 164, 166. 167. 168. 170. 

171, T72. 219-225. 259-261, 

280. 281-285, 223 n^ 224 IL 
Cappella Ammanati, 32 
8. Caterina, 121, 228, 228 
Cathedral, 122 
Apse mosaic, 8^ IM IL 
Cnapel of the Incoronata, 23 
S. Francesco, 110, 122^ 188, 264, 

265. 266. 25r 
8. Mana della Spina, llfi n^ 120 
8. Marta, 11 
S. Michele, BQl 

Museo Civico, 121 n^ 170, 22S 
S. Niccolii, 292, 2M iL 
8. Paolo a Eipa d'Amo, 162, 12fi 
Seminario, 2^ 

Toscanelli collection, 251, 302 
Pistoia, 8. Antonio, 223 
Cathedral, 122 
Bellucci Chapel, 122 
Chapel of 8. Jaoopo, 122 
S. Francesco, 148, 150 n, 
8. Giovanni Fuorcivitas, 123 n^ 
135 

8. Maria Nuova, 1^ n^ 223 
Palazzo del Comune, 123 
Piazza 8. Domenico, 223 
Poggibonsi, 8. Lucchese, 182, 139, 212 
Poppi, 123 
Prato, 238, 232 

Cathedral, 276, 293j 224 

8. Francesco, 2647^ n^ 238 

Municipal Gallery, 253, 301, 322 

8. Niccol6, 132 

Palazzo al Ceppo, 222 

Tabernacles, 242 

Rabatta, 221 
Ravello, li}2 

Ravenna, Baptistery, 112 

8. Chiara, 26 n^ Ififi 

8. Giovanni Evangelista, 75, 

26 

8. Maria-in- Porto fuori, 76,151, 
153. 1^ n. 



Richmond, Sir F. Cook's Collection, 

322 n. 
Rimini, 106, 152 

STCataldo. 142 
Rome, Biscnzio Collection, 112 

S, Cecilia-in-Trastevcre, 22 
S. Clemente, 303 
Comraacini Collection, 112 
8. Giorgio-in-Velabro, 43 
8. Giovanni-in-Laterano, 42, 43, 
44 

8. Maria-in-Araceli, 123 

8. Maria Mi^ore, 11, 22=2fi 

8. Maria-in-Trastevere. 11 

8. Paolo-fuori-le-Mura, 43 

S. Pietro • in • Vaticano, 48-48, 

123 n. 
Sciarra Palace, 112 
8. Sisto, m 

the Vatican, 160, 157, 187, 196, 
127 

Ruballo, 8. Giorgio, 122 

Sardinia, S. Francesco-in-Oristano, 122 

Sasso della Vemia, 132 n^ 123 

Siena. 2M 

Gallery, 132. 180. HQ n.. 258 
Opera del Duomo, 1118 n^ 112 IL 
Palazzo Pubblico, 261-263 

Signa, 222 

Sol [omona in the Abruzzi, 

Tivoli, 8. Andrea, 152 
Tizzano, 132 
Tolentino, IM 
Treviso, 8. Niccoli, IfiB 
Turin, Museum, 111 

Urbania, 151. 153, IM 
Urbino, 135 

Vallombrosa, 321 

Venice, 116, 247, 248, 322 

Verona, S. Fermo,~T5, 138 
S. Francesco, 25 
8. Kazzaro e Celso, 13S 
8. Siro e Libera, 138 
S. Zeno Maggiore, 158 

Verrucchio, 156 

Vespignano, 22 

Volterra, 249, 250, 231 

Wigan, Haigh Hall, 223 n, 
Wilton House Collection, 43 il 
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Agli, Giovanni degli, 2Sfi 
Acciaiuoli, the, 289 

Cardinal Angel o, 296 

Leone, 2fil 
Agnolo di Ventura of Siena, 22 n^ IM 
Agostino di Giovanni, &2 u± 
Alberti, U B., iSiL 

Jacopo degli, 213 
Albertini, F.,43n^mn^lIlUii29fl 
Albizzo delle Statere, 223 
Alexander III^ Pope, 262 
Alexander VII., 45 IL 
Alfonso L of Naples, S2 
Alvaro di Piero, 222 
Ammirato, Scipio, 

Andrea di Pontodera, called Andrea 
Pisano — 

his intercoorse with Giotto, 109, LIS 
his birth, m 

the Baptistery gates, 69^ 70, 114, 115^ 
133 

his supposed visit to Venice, 116, llfi 
statues for S. Maria del Fiore, 116 
bas-reliefs of the Campanile, 108, 116- 

m 

capomaestro at Orvieto, 119, 12Q 
his followers, 120-123, 202 n» 
his influence on Orcagna, 205, 206, 
215 

Andrea da Firenze (1)^ 168 

Andrea da Firenze {2^ 803^ S04 

Andrea da Salerno, IQA. IL 

Angelico Fra, 40i 67, 206, 278, 281j 283^ 

297. 30Q as u^l^irte^ 
Angclucci, G., as IM Us 
Antonello da Messina, lOi 
Antonio of Ferrara, ijSa 218 
Antonio di Filippo da Pistoia, 221 u± 
Antonio di Pucciarello, M5 IL 
Antonio di Penna, IM 
Antonio Veneziano— 

his paintings in the Si)anish chapel, 

111 

bis parentage and origin, 279, 280, 
2MiL 



Antonio Veneziano — 
enrolled in guild of barber surgeons, 
2SQ 

his lost works in Florence, 2S0 

his frescoes in the Campo Santo, Pisa 

159. 281-284 
his technique, 284, 2M 
ceiling frescoes of S. Maria Novella, 

285, 2M 
hisotlier works at Pisa, 286^ 282 
his picture at Palermo, 287, 288 
frescoes at Nuovoli, 288, 2S2 
his death, 289 

Apparecchiati, Johannes, 1^ 

Armaninus, 159 

Athens, Duke of. See Walter of Brienno 
Avanzi, Leonardo, 116 

Baldinucci, F., 44rLjaaiLj,lQ5n^I16n^ 
mikjl62n^l21n^207n^21iin^ 
212n^21fin^22In^222iu 

Baldovinetti, A., 236 IL 

Bardi, Bartolo de', SI 

Bardi, Ridolfo de', gl 

Bamaba da Modcna, 1£& 

Baroncelli, the, 81 

Barontius, Johannes of Rimini, 155, 
IM 

Bartoli, Francesco, 162 a» 
Bartoli, Taddeo, 12fl 
Bartolonimeo d' Aquila, 101. 102 
Bartolommeo of Florence, 238 
Bartolomraeo of Siena, Wj 188^ 197 
Bartolommeo di Pietro. Fra, 233 
Benedetto di Michele, IM il 
Benedict IX., Pope, 5S 
Benedict XL, Pope, 43^ 52 
Benedict XIL, Pope, 52 
Benincasa di Jacopo, M5 IL 
Benvenuto da Imola, GO, Z2 n., 82 
Bertini, Francesco, l&Tlh 
Berto da Volterra, IM n^ Ifiii 
Betto (1384), IM m 

Bettodi Vanni (active 1337-1346), lfi5 JL 
Bezzi, Mr. 0., 12 
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Bianchi, the, ifi 
Bicci di Lorenzo, 275, 276. 222 
Bioci, Lorenzo di, 237^ 274^ 276, 223 
Bicci, Neri di, 250, 277^ 22fl 
Bindo di Giucco, 165 
Boccaccio, G., sA 
Bouaccorso di Maestro Cino, 172 
Bonaini, F. , m n^ 121 n^ 122 n^ 190^ 
227 

Bondanza, Francesco, 1112 lu 

Boni, F., Ifi2 Ox 

Borghese di Piero, lfi5 ih 

Boniface VIII., Pope, 42^ 49i 64, Iflfi 

Bonturo, IQ^ il 

Brunotto Latini, 55^ 52 

Bruno, Giovanni, Itil. 170 

Borrionuovo, P., 83 

Buffalmacco— 
anecdotes about him, 161, 1^ 
his pictures described by Vasari, 1^ 
frescoes attributed to him at Aaaisi 

and Perugia, 163^ IM 
frescoes attributed to him at Pisa, 162, 
ISS. 

Calandrino, IM 
Capanna, Puccio— 
frescoes attributed to him at Florence 

and Asaisi, 146. 147, 201 
frescoes at S. Francesco at Pistoia, 
148-160 
Carsellini, Francesco, 1£2 Ha 
Cavalcaselle, Signor G. B., 31, IM n., 

Ifi&n^ 2LiiL 
Castniccio Castrucane, 220. 
Catalani, Luigi, 1Q£ 

Cavallini, Pietro, IQ 11 22 n^j 27, 

99, IQS 
CavaTucci, Jacopo, 2M IL 
Cannamella, Francesco, 162 
Cenni d' Andrea, 250 
Cennini, Connino, HQ 
his birth and early training, 287, 24B 
his treatise on painting, 234. 237, 248. 
285 n* 

his sojourn at Padua, 248, 2iS 
his works at S. Lucchese, Poggibonsi, 
249 

Cenni di Francesco, 2^ 
Cerchi, Niccola de*, &5 0* 
Charles, Duke of Calabria, 90, 98 
Charles II., of Naples, 9fi n» 
Charles of Valois, 52 
Chelini, Pietro, 190, U5 
Ohiapelli, Dr. A., I2fin. 
Chim, P. Lino, 23 n^ 2fl il 
Churchill, Mr, S. A, J., 233 Bi 
Cialli, Francesco, 162 Sa 
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Ciampi, 223 

Cienni di Francesco di Ser Cienni, 212 
Cieuni, the, 250, 251 
Cimabue, 2,3,6^12,13^23,25,35 
Cini, Jacopo, 2fi9 n. 
Cioni, Andrea. See Orcagna 
Cioni, Benci, 218, 22fi 
Cioni Jacopo, 213 a. 
Cioni, Matteo, 214, 217, 218 
Cioni, Nardo, 204, 206, 223, 225. 
22Q 

Clement V., 6Q il 
Coco, Giovanni, 22fi 
Cola dell Amatrice, 101 
Colantonio del Fiore, 102, 104, 1Q5 
Conaigli, Francesco, 151 n- 
Conti, the Doge, Giov. Agnello de', 122. 
196 

Coppo di Marcovaldo, 122 n. 
Cosmati, the, 23 

Cristofano, Buonamico. See Buffalmacco. 

Daddi, Bernardo, 225 

his early history, 122 

perhaps a pupil of Giotto, 122 

lost works of his, 123 

his frescoes at S. Croce, 128 

his pictures now or formerly in the 
Florence Academy, at the Ognis- 
santi, at Ruballa, and at the Na- 
tional Gallery, 129 

his pictures at Siena, 13D 

his picture at Highnam. See * ' Corri- 
genda and Addenda " 

Ms death, 13D 
Dagomari, Michele de', 238, 2il 
Dante, 28, 36, 48 IL 

his portrait at the Bargello, 49-52, 
56-58. 122 n., 13Q 

his portrait ato. Croce, 12& 
Datini, Francesco, 264, 265 
Davidsohn, R., 2fl 
Delia VaUe, P., llfl 
Domiuici, IQA 
Domenico di Niccol6, 231 
Domenico Veneziano, 222 
Donatello, 113 
Donati, Corso, 4^ 62, 55, 52 
Doni, Dono, IfiSiL 
Duccio di Buoninsegna, 22 n., 2fl n. 

Edward III. of England, 31 

Fabriczy, C. von, 95 n. 
Farnese, Piero, 213 
Federici, P., 152^ 153 IL 
Ferdinand L of Naples, 22 
Fidesmini di Varano, 52 
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Fieschi, Tedice de', 52 n., S5 n. 
Fioravanti, Neri, JiQl 
Fineschi, P., HI il. 
Fonuina, G., IM IL. 
Forster, E., IM liifi a» 
Francesco d' Agnolo, IM 
Francesco d' Arezzo, lill 
Francesco da Carrara, 2iB 
Francesco da Firenze, 302, ZQ3i 
Francesco di Maestro Giorgio, liil IL 
Francesco del Maestro Niccolo, ]31 IL. 
Francesco di Pietro, 106^ 222 
Francesco di Simone, 102. 104 
Francesco da Volterra, 110. 165. IM 
St. Francis, 1^ 2, 12=21 
Franco d' Agnolo, IM 
Fry, Mr. Roger, 22 ik 
Fumi, L., 12Q 0^212 iL 

Gaddi, A., 111. 125. 132 p-> 157. 173, 
181i IMn- 
his early life, 173, 181^ IM n^ 234i 235 
his early jMiintings in Florence, 235. 
236 

his work at the Loggia de' Lanzi and 

S. Reparata, 227^ 2M 
his frescoes at Prato, 238-242, 2M 
other works at Prato, 242, 213 
his frescoes at S. Croce, 243-245, 291. 

292 

altarpieces by Agnolo, 245. 246. 212 
his pictures at Berlin, 111. 112, 215 
his death, 212 

his pupils, 248-253. 264. 280 ; in- 
fluence over Lorenzo Monaco, 200 
Gaddi, Gaddo, 4^ 24-27. 121 
Gaddi, Giacomo, 212 
Gaddi, Giovanni, 152 188^ 212 
Gaddi, Taddeo, 173, 180, 1S2 
IM n^ 200, 234, 235, 252 
his early life, 124^ 125 
his relation to Giotto, 25, 125 
his works at S. Croce, 13, 12fi=129 
his pictures at Berlin, 111^ 130, 131 
hia altarpiece at Siena, 131, 132 
his series of panels at the Academy of 
Arts, Florence, and at Berlin, 132, 
133 

the S. Felicita altar-piece, 135 
Madonna enthroned at S. Giovanni 

Fuorcivitas at Pistoia, 136 
Madonna enthroned at Naples, 136 
his work as an arcliitect, 1^ 
other pictures at Florence, 132 
his works at Pisa, 138i 13fl 
frescoes executed in the Segni Chapel 

at S. Lucchese, Poggibonsi, 132 n., 

110 n^ 212iL 



Gaddi, Taddeo, other works once attri- 
buted to Taddeo, 139-145 
school pictures at Geneva and Cam- 
bridge, 132 11. 

Gaddi, Zanobi, 246 

Gaetani, Count, of Naples, 8i 

Gambacorti, Pietro, 122 

Gaye, Dr., 58. 106 n^ m n^ 174, 215 
21fiiLj2l2n^2ian^22fin^2filn^ 
262 

Gentile da Fabriano, 222 
Gennaro di Cola, 102, 103 
Gerini, Niocola di Pietro — 
assists SpiucUo at S. Miniato, 252 
his early liistory, 2M 
his works at S. Croce, IMx 135f 2M 
his Entombment in the Florence 

Academy, 135, 267, 2M 
his Birth of the Virgin in the 
University Galleiy at Oxford, 132 n. 
assists Agnolo Gaddi at Prato, 238, 254 
works in the Palazzo al Ceppo, Prato, 
222 

his frescoes at S. Francesco, Pisa, 264- 
252 

Ghiberti, L., his Commentario quoted or 
referred to, 2 n^ Hi 29, 30 ik. 43, 
44. 51, S5 a.> 977108, 116 n.. 112 n^ 
162. 172. 173. 120 n.. 191. 196. 
210 n.. 212 u.. 225. 273, 278. 225 a. 
Gherardeschi, the, 123 
Ghirlandajo, D., 294, 225 IL 
Giambello di Barone, IM n. 
S. Giniignano, Palazzo Coraunale, 252 
Giottino. See Giotto di Maestro StcfanOj 
Maso di Banco and Tommaso di 
Stefano 
Giotto, 2 
origin of his style, S 
his frescoes in the Upper Church at 

Assisi, 13=22 
his early life, 23^130 
his works in Rome, 42-48 
the Bargello frescoes, 48-68 
his works at Padua, 59-66. 69-75 
crucifixes attributed to him, 66-69 
his works at Verona and Ravenna, 75, 
25 

his frescoes in the Peruzzi chapel, S. 

Croce, 77-81. 222 
his frescoes in the Bardi chapel, 81-83 
the Baroncelli altarpiece and other 

works attributed to him at S. Croce, 

84^ 85 

hisaltarpiece at the Academy, 85 
frescoes attributed to him in the 

Carmine, 86, 81 
stories relating to, 87-89 
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Giotto, his sojourn at Najtles, 90, fil 
works attributed to him atNapIcs, 

93-99 

his followers at Naples, 99-105 

at Gaeta and Rimini, IQ6 

master of the works of S. Maria del 

Fiore, lOfi 
the Campanile, 107^ 1Q& 
the Bologna altarpiece, 108, IQS 
pictures attributed to Giotto in public 

and private collections, 110-112 
and Andrea Pisano, 113-118 
his share in the reliefs on the Cam- 
panile, 116-117 
Taddeo Gaddi, his pupil, 12ii 125 
his portrait formerly at S. Croce, 12fi 
severity and simplicity of his style, 

m 

his influence on the schools of Rimini, 

Ravenna, and Rome, 152 
his daughter Catharine, 111 
Daddi, his pupil, 17L IM 
his freedom from conventionalism, 192, 

m 

Orcagna, Giotto's greatest follower, 

205. 206. 209. 215 
Giotto di Maestro Stefano — 
employed at Rome, 1&7 n^ IM 

196. 197 

most of the works attributed to 
Giottino by Vasari by this master, 

his frescoes at S. Croce, 191, 192 

his frescoes in the crypt chapel of 

S. Maria Novella, 193^ 194, ISfi 
his Pietii in the Uffizi7T95. lafi 
frescoes attributed to him at S. 
Francesco at Assisi, 197-201, and 
at S. Chiara, Assisi, 2S2 
Giovanni, Queen of Naples, 96^ M 
Giovanni the '* Archprcsbyter." See 

John the "Archprcsbyter" 
Giovanni Auri, 121 
Giovanni da Milano — 

frescoes attributed to him at Assisi, 
a7 JL 

upper portions of a Baptism at the 
National Gallery reveal his stylo, 
137. miL 
bases his style on Taddeo Gaddi, ISl 
but subject to Sieueso influence, 182, 
IMn. 

his frescoes in the Rinuccini Chapel, 
135. 182, 185-187 

his altarpiece at the Florence Aca- 
demy, lfl3 

hb altarpiece at Prato, 183, 184 

his picture at the Uffizi, IM 



Giovanni da Milano — 
his work at Rome, IfiS 
his frescoes at the Carmine, IfiS 

f)icture at Modena, Ififl 
resco at Prato, ISSl 
his influence, 157, 173. IBQ 
his realism, 186. 210 
Giovanni di Montepulciano, 187, 188, 
137 

Giovanni, Fra, di Muro, 30 
Giovanni Pisano, 113, 113 
Giovanni del Ponte, 203 
Giucco di Bindo, lil& lu 
Giulio Romano, 125 
Giunta Pisano, 2^ 3^ 12 
Gozzoli, Benozzo, 2&6 
Graevius, J. G.. Qii il. 
Gualandi, 1^ n^ IfiiJ n.^ 21fl n. 
Guasti, C, 77^ 21il n. 
Guglielmo di Forli, 146^ 150^ 15fi 
Giuliano d'Urbino, 151 

Hawkwood, Sir John, 21fi 
Hcrringham, Mrs., 2iS 2S5 

JacojM) di Benincasa, 1^ ii. 
Jacopo, Don, Camaldole friar, 302 
Jacopo del Casentiuo — 

founds tlie guild of St. Luke, 105. 
124,125 

appointed a guardian of Agnolo Oaddi, 
173 

his works at Arczzo, ISS 
works at Sasso della Yemia, 122 
his works in Florence, 173. 174, 175 
his works at Arezzo, 175. 126 
his altarpiece iu the National Gallery, 
12fi 

his picture at Cambridge, 12fi n. 
his death, 125 

a contemporary of Daddi, 180 
influences Spinello Aretino, 254, 255 

Jacopo di Francesco, 1£5 B. 

Jacopo di Ghole, lfi5 a» 

Jacopo di Lotto, 213 

Jacopo di Michele, L65 il 

Jacopo di Piero, 21fi n^j 222 

Jacoix) di Sinionetto, lfi5 n, 

John, the "Archprcsbyter," 131 
imru^ 192i 221 

Julian of Rimini, 151 153^ 164ji 201 u. 

Kukup, Seymour, Ifl n., 5fi 
Krauss, Dr. Ingo, 52 n. 

Ladislaus, King of Naples, IM 
Landi, Signor, of Certaldo, 
Layard, Sir his collection, 135 

256 
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Leonardo Aretino, 85 

Leonard di Bisuccio, LQ2 

Leonardo da Vinci, il 

Lippo di Dino, IM 

Lippi, Filippino, 2fl5 

Lisini, the Cav. A.. 3jS n., 6fliL 

Lorenzetti, the, 2, 165^ 206, 222-225. 2&1 

Lorenzetti, Arabrogio, 108, 194 n. 

Lorenzetti Pietro, 25 lu, 165^ 166.194 n.. 

206. 224 n^ 2a6 
Lorenzo di Bicci. See Bicci, Lorenzo di 
Lorenzo Monaco — 

a picture attributed to liini at the 
Badia of Florence, 4fi n. 

a Sieneae by origin, 2M 

settles in Florence, 22fi 

influenced by Aguolo Gaddi and Spi- 
nello, 

worked at Rome, 2M 

his picture at Empoli, 21^ 

his picture in the Cluny Museum, 297. 

the Ceretto altarpioco in the UfEzi, 

298. 229 

the Certaldo altarpiece at the Na- 
tional Gallery, 2S7, 222 
his picture at the Academy, Florence, 

299, m. 

his works at S. Trinita, Florence, ZQQ 
his predella at Yallombrosa, 'iQl 
his panels at Berlin, ZQl 
his pictures at Altenburg, Gottingon, 

and Meiningen, ZDl 
his works at the Uffizi, ML n^ 302 XL 
his works at the Louvre, Copenhagen, 
at Richmond, in the Lo^r collec- 
tion, and his drawings in the Berlin 
Gallery, 202 n. 
his followers, 250^ 273^ 303, 304 
other works assigned to him, 111^ 203. 
a02n^ 

Lorenzo di Niccold, 264^ 269-271 

Louis of Bavaria, SI 

Louis of Tarentum, 20 

S. Louis of Toulouse, 80. 98. 131 

Lupi, Bonifazio, 2i& 

Luca della Robbia, 1U3 n.. IIB 

Luca della Penna, 101 

Lungo, Professor P. del, M 

Luzzo di Cagnazzo, 1^ n. 

Manetti, Gianozzo, 51 
Masaccio, 281, 283^ 2M n^ 303 
Maso di Banco, 190^ 121 n^ 126 
Masolino, 28L 283, 296i 203 
Maatino della Scala, 81 
Marchesc, P., HI n. 
Maroo di Montepulciano, 273 
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Mariotto di Nardo, 212 n^ 213 n^j 227, 

232. 233 

Martini, Sinione, 2, 95^ 125 n^ 141^ 
IM I84i 206, 224 n, 

Maniscelli, Stefano, liil 

Di Marzo, Monsignore, 283 n. 

Marzupnini, Carlo, S5 

Matteoa'Acquasparta, Cardinal, 54,55n. 

Matteo di Cecco, 2iS 

Matteo di Niccoluccio, LQS ii. 

Medici, Cosimo de', 21iS 

Medici, Lorenzo de', 262 

Michael Angelo, 10, 52 

Montano d'Arczzo, 97, 93 

Morrona, F. , 114 116 n^ 232 

Michele da Santa Marghenta, M5 u. 

Michelino, Domenico, 55. 

Migliore, L. del, 29, 125 
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